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Introduction 


THE PHOTOGRAPHY STUDIO—what a scary place for 
those who haven’t worked there before, but what a fantastic 
place for those who have mastered the craft. And, there’s 
a mountain of information in between these two ends of 
the spectrum. 

One of the many things that undoubtedly attracts so many 
photographers to working in a studio is the idea of controlling 
the look of a particular subject. Whether photographing a per- 
son or a product, photographers new and old want control: 


all the elements that come 


control over light, mood, the look 
together to make a successful photograph. It’s in the studio that 
photographers can use a wide range of light modifiers, such as 
umbrellas, soft boxes, grid spots, scrims, and diffuser panels, to 
shape and direct the raw light from an electronic flash or con- 
tinuous light source to obtain exactly the desired results. Some 
of these light modifiers have unique designs and carry manu- 
facturers’ claims of all sorts of seemingly automatic results. 

As every studio photographer quickly learns, there’s more 
to successful studio lighting than the effect of any one particu- 
lar piece of equipment. The look of any lighting setup is the 
combined result of a number of factors, such as the size of the 
main light relative to the size of the subject; the size of the light 
relative to its distance to the subject; and the exact placement 
of the light and the use of other secondary lighting, such as fill 
lights, accent lights, and background lighting. In short, the key 
to successful studio lighting comes less from the reliance on 
specific equipment and more from the ways a knowledgeable 
photographer uses that equipment. Lighting control is at the 
same time the most challenging and the most personally 
rewarding aspect of working in a studio. If you’ve mastered 


lighting, you are in total control of your photography. 


The control over lighting that a studio photographer has does not 
mature or flourish until there is a clear understanding of both the physical 
characteristics of light and how a subject responds to that light. Even 
the slightest change in variables, such as the exact placement of a 
main light or the ratio between the amount of main light versus 
the amount of fill light, can significantly alter the final results. 
These changes range from subtle to extreme and give photogra- 
phers plenty of opportunity to develop their own style. 

Overlooking the need to build a foundation of lighting 
knowledge is probably the single most important reason why 
so many photographers fail to experience the true creativity 
and enjoyment of photography. Consequently, they try to copy 
what they see, understanding only /iow it was done, not why. If 
there’s a key to successful studio lighting, it is learning the 
basics and using this knowledge to illustrate one’s own ideas. 

Most photographers work in natural light before they 
move into the studio and feel confident that they're well pre- 
pared to deal with artificially generated light sources. After all, 
photographers have been told for years that light is light, no 
matter where you find it. Natural and studio-generated light 
have the same general characteristics and behave in the same 
way. However, there are significant differences that are worth 
pointing out. In the field, photographers are used to looking 
for and finding just the right light. In the studio, they have to 
create this light entirely with equipment. In addition, the studio 
provides for the use of different sources, with the option to 
have hght strike the subject from more than one direction. This 
presents many more choices than outdoor photography where 
there is basically one directional source of illumination. 

The sun is not only a single light source but is also hardly 


portable. Consequently, photographers adjust the subject 
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and/or camera position until they get a desirable angle or per- 
spective on their subject and background, and they don’t worry 
about anything but the perspective of the picture. In the studio, 
the reverse is true: The subject is usually positioned first, then 
the lights are set up. Deciding what type of main light to use 
and where to place it relative to the subject are the two most 
critical decisions a studio photographer must make. After that, 
it’s the subtlety that makes the difference in lighting and the 
impact on the final image. 

Working with studio lighting is more complex than work- 
ing in natural light, but it’s this complexity that presents an 


unlimited number of opportunities for unique and creative 


results. Sadly, many photographers tend to settle on a handful of 


what become routine lighting setups, and then on what other 
photographers are doing, for new ideas. There’s nothing wrong 
with adopting the lighting arrangements of others. In fact, new 
photographers are encouraged to study the work of other pho- 
tographers. There’s also nothing inherently wrong with sticking 
with just a handful of setups that work, but there is the danger 


of limiting your creative potential. To succeed and grow in 
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professional photography you must develop your own distinc- 


tive, evolving style. 

In the early 1980s, noted photographer/lecturer Dean 
Collins visited me in Texas and suggested as we left my studio 
one evening that I put away all of my lights at the end of the 
day. He said, “After all, you wouldn’t want tomorrow’s first ses- 
sion to look like today’s last session.” In the past 17 years, I’ve 
never forgotten this casually mentioned advice. 

You must discipline yourself to learn as much as you can 
about light and the use of lighting equipment. Do it right, and 
the rewards are enormous. To that end, let’s begin with devel- 
oping a strong foundation of basic information about exactly 
what controls you have at your disposal. We're going to turn 
you into an informed photographer, knowledgeable in all 
aspects of lighting. You’ll experience substantial growth and a 
renewed excitement and creativity you may not have thought 
possible. You'll also develop a sense of confidence allowing you 
to take on more and more complex work. I hope you enjoy 
this book and that you find it helpful in becoming the type of 


photographer you wish to become. 
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Studio photographers generally approach their 
subjects with the idea that the final image will 
be the result of a careful and logical building 
process. They will select light sources, light 
modifiers, and other tools, such as reflectors 
and gobos, and combine them until they 
achieve the desired effect. This building 
process is simply the result of their way of 


thinking about the subject and the equipment, 


= 
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directed by four factors: the purpose of the 


“photograph; the physical characteristics of the 
euhiect: the personal style and preferences of 
(a _ the photographer; and the demand, mind-set, 
or mood of the client. Before reaching for any 
lights, studio photographers usually have a 
good idea of what they are trying to achieve 
and how the subject will react to various light 
sources, as well as a strategy to carry it all out. 
Of course, in the case of commercial advertising 
photography, the client or art director's opinion 


has a great deal to do with the overall “look” or 


mood the studio photographer creates. 


By contrast, creative 
interpretation of the 
same subject offers 
a great opportunity 


for self-expression. 


Witsoe DlO LMOTOGRAPHERS CAN GREAT! 
and control all of the light used to take a picture, they stll 
have the same problem all photographers have: how to deal with 
the limitations of a two-dimensional medium to record three-dimen- 
stonal reality. The final image is only capable of recording the 
dimensions of height and width, while the real world has the 
additional quality of depth. The ability to control dimensional- 
ity, such an important skill in studio photography, will be cov- 
ered later on 1n chapter 3. However, before we can discuss the 
issue of control, we must first establish the basic thought 
process that most studio photographers follow when 


approaching their work. 
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A noncreative record 
or documentation of 

a product is often nec- 
essary for publicity 


and sales promotions. 


The basic intention of most studio photographers is to 
arrange the lighting to record certain characteristics about the 
subject, such as its overall shape and color as well as the nature 


of its surface in terms of texture and contours. The general 


strategy shaping the presentation of these characteristics tends 
to favor one of two approaches: either to document the subject 


or to Interpret UES 


For example, the need to give as accurate a representation 
as possible is the approach in most medical photography as well 
as in the documentation of works of art. Much of what is 
called product photography, usually found in sales catalogs, is 


also concerned with an accurate representation of the color, 
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texture, shape, and so on of the products being depicted. This 
also applies to those styles of people photography for which the 
purpose is to record a person’s image accurately, as in group or 
team pictures and typical school and studio portraiture. 

On the other hand, many types of still-life settings created 
by commercial and fine-art studio photographers, higher-end 
product photographers, and some portrait photographers tend 
to emphasize certain characteristics of the subject while play- 


ing down others. The idea here is to interpret various charac- 
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This is a good example 
of a documentary or 
record-keeping image, 
as may be required 

for passports, visas, 


or driver's licenses. 


teristics of the subject in some way. This begins with such 
basic decisions as selecting which side of the face will domi- 
nate a portrait or using the subtle effect of shadows to convey 
the contours of a flower in a still life. There is also the intro- 
duction of emotion and the mood of the picture. A mood can 
be established easily with choices in color temperature and the 
key of the background. In other words, is the feeling warm 
and airy or cool and dark? The studio photographer can easily 


manipulate these moods. 
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Creative interpreta- 
tion when photograph- 
ing a person is as 
important to develop- 
ing style as it is in 
product photography. 
Here, | created the 
dynamic angle by sim- 
ply tipping the camera, 
giving just a bit more 
impact to the picture 
and filling up the 


square composition. 


Because the interpretive approach provides for ject. Photographing glassware and highly reflec- 
sO many more variations and opportunities for tive jewelry are two challenging examples. 
creating different looks, it is here photographers Most studio photography is a combination of 
tend to develop individual lighting styles to give documentary and interpretative approaches. 
their work a particular look. The documentary Regardless of approach, the common goal is to 
approach, while less dramatic and singular in accurately represent the main characteristics of 
appearance, requires an excellent understanding the subject, while also interpreting certain quali- 
of how different lighting will accurately repro- ties and then adding, perhaps, a specific mood to 
duce the main physical characteristics of the sub- the lighting to make a personal creative statement. 
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Even in a more docu- 
mentary approach, 

highlights need careful 
controlling. This watch 
offers a good example 
of the reflective prop- 


erties of chrome. 
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Personal interpretation 
of a product or subject 
always adds to the 
quality of the image. 
This close up of an 
electric guitar explores 
the idea of directing 
the viewer's attention 
in a creative, more 


interpretive way. 
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There is an ever- 
present challenge 
when photographing 
highly polished 
products or subjects. 
This image shows 

a blending of both 
interpretive and doc- 
umentary approaches. 
However, regardless 
of which approach 

is used, understanding 
highlight controls 

is of key importance 
as highlight control 
can make an image 


succeed or fail. 


Frontlighting illus- 
trates the nondirec- 
tional, “flat” look 
often associated 
with an image 


without depth. 


Considering the Subject 


UNDERSTANDABLY, STUDIO PHOTOGRAPHERS tend to think of their 
subjects in concrete terms, asking questions such as: How should the subject's 
overall shape be recorded against a particular setting? Is it important to bring 
out surface contours? Is surface texture important for this picture? Is this an 
important characteristic that should be emphasized or played down? Is the 
subject’s surface smooth enough to produce distracting bright reflections? 
What about the colors of the subject and how will they appear against cer- 
tain background colors or shapes? 

These are just some of the considerations that will run through the 
mind of an experienced studio photographer, and it is good practice to 
begin, from the start, to scrutinize your subject, working out some idea of 
how you want to portray not only the subject as a whole, but also its indi- 
vidual physical characteristics. 

There 1s a very practical reason for such a strategy. Various light modi- 
fiers and their placement relative to the subject can significantly alter the 
subject’s physical appearance. For example, just switching the main light from 
a front position to a side position, relative to the subject, will significantly 
change the way any surface texture is recorded and, if your subject is a per- 


son, can elongate or foreshorten the width of the face. 
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Whatever the purpose of the picture, the studio photographer must always 


build an image of the subject by working with its basic physical characteris- 


tics. Generally, this means considering four qualities: 


The overall shape or outline The presence of surface texture. 


of the subject. ' The color or, if you're working 


2 The appearance of any surface in black and white, the tonal 


contours and shapes that help range of grays of the subject. 
form an impression of the 


subject's three-dimensional 


qualities. 


As light direction 
changes, texture 

and depth become more 
apparent and much 
more dramatic. 
Dimension can only 

be seen in a photo- 
graph with highlights 
and shadows. Front-, 

or flat-, lit photographs, 
while recording 

a subject, fall short 


in creating depth. 


mae 


Backgrounds don't 
necessarily need to 

be bright and centered 
behind every subject. 
Often, a subtle, less 
obvious background 
light is all that's 
needed to introduce 


dimension to an image. 


The Setting: Backgrounds and Foregrounds 
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ONCE THE BASIC DECISIONS have been made about how to portray 
the subject, the next point to consider is the question of what role the setting 
will play in the picture content. While every photograph may not have a 
prominent foreground, every image has a background, even if it is just black 
or white or a single color. Typically, these ground areas give a sense of depth 
to the picture or frame the subject to reinforce a certain composition. Many 
photographers favor the rule of thumb that foreground and background set- 
tings are just that: settings, against which the most important element—the 
main subject—is placed. Therefore, when lighting these areas, the best guide- 
line to follow is to support, and not draw attention away from, the subject. 
There are plenty of photographers who take exception to this and see 
the setting as an extension of what they are trying to do with the subject. 
Consequently, they place an emphasis on certain aspects of the ground areas 
almost as a trademark of a particular lighting style. As long as you are con- 
trolling the effect and pleased with the results, this type of stylized shooting 
is what most photographers are looking for: a way to express themselves. 
Whatever strategy you choose to follow, it’s helpful to remember that 
the purpose of the photograph, in terms of the main subject, should be clear 
in your mind before going on to consider what to do with the background 
and foreground. It is also important to remember that this is a key area 


where your creativity will begin to shine. 
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Controlling every 
element in this studio 
photograph enabled 
me to get predictable 
results in the back- 
ground, the reflections 
in the silver studs 

on the clothing, and 
even the warmth of the 
skin tone. A complete 
understanding of pho- 
tographic technique 

is essential in order 
for today's photo- 


grapher to succeed. 


[THE MAJOR THEME of this chapter so far has been the 
importance of thinking like a studio photographer—to 
approach your subject with at least a general idea of what you 
want it to look like relative to a particular setting and to decide 
on a logical procedure to follow in pursuit of that idea. You've 
got to have a plan! It’s surprising how many photographers 
start out, without any idea of what they're trying to achieve, by 
simply raising any background that 1s on hand, then moving 
lights around until they stumble onto something they like. As 


long as someone likes it or a chent buys it, what’s the purpose 


of trying to improve, right? 
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Not really. Plan to have a general concept of what you're 


trying to accomplish right from the start. This will make the 
selection and placement of light sources and backgrounds a far 
more logical process. This is also much more efficient than rely- 
ing on trial and error. Yet, even in such organized strategies, 
there should sull be plenty of opportunities to experiment and 
to explore creative variations. 

It has been said that when working outdoors, you tend to 
record what is there; yet, when working in the studio, you tend 
to create what is not there. You set the tone for the viewer's 


assessment of the image. 
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RECOGNIZING VARIOUS LIGHTING EFFECTS 


How do beginning studio photog- 
raphers build up an appreciation 
of different lighting effects or 
develop a sense of what they 
want to achieve? One of the best 
ways is to look at the work of 
other photographers in maga- 
zines and books. If you can, begin 
a clip file of those examples you 
particularly like and make notes 
as to why they appeal to you. 
Try to analyze the type of light- 
ing used. Put yourself in the 
place of each photographer and 
try to figure out not only how a 
particular image was lit but why. 
One recommendation that 
is particularly helpful is to begin 
a portfolio of your own work 
when you first start out. Keep a 
set of notes about what you were 
trying to create as well as what 
you did in each picture. It might 
be helpful to take a few shots of 
each lighting setup or a diagram. 
It's surprising how much 
we forget as soon as the shoot is 
over, the equipment put away, and 
we're looking at just the results. 
Many photographers keep their 
Polaroid test shots as “proofs” of 
both the subject and the lighting 
setup, using the back to jot down 
notes about exposure, lighting, 


and so on. Well-known New York 


* (BO\ 
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A “comp” book or notebook in which you keep detailed notes, 


Polaroids, and drawings from a shoot will help in recreating tech- 


niques in the future without the burden of retesting the same 


technique numerous times. 


photographer Howard Schatz 
meticulously documents every 
aspect of every shoot and keeps a 
highly accurate notebook as a ref- 
erence guide for future ideas. 


Attend every seminar and 


hands-on workshop for which 
you can find the time and money. 
This will both increase your 
knowledge of studio work and 
keep you from falling into the rut 


of the same routine all the time. 
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A completed image 

is the result of 

a lighting building 
process. By starting 
with a main light 

and adding one light 
at a time to the setup, 
photographers can 
easily achieve their 


desired result. 


Types of Light 


ONCE YOU MAKE A DECISION about how to render the subject, you can begin setting up the 
specific lighting design that will deliver the desired results. The strategy here is to follow a building 


process using each light in the following logical sequence to perform a certain function: 


1. Main or key light to provide the overall 4. Background lighting, which can be either 
illumination, much like sunlight outdoors. separate lighting to illuminate the back- 


2. Fill light to control the density of ground area, spill light (additional light) 
4 5 ) ‘ a 


the shadows produced primarily by the from the main light, or the isolation 


main light. of the background so that it appears 


; completely black. 
3. Accent lights to bring out or accent 


details of the subject by outlining and high- 5. Foreground lighting to provide light to 


lighting; also used for separation of the sub- the foreground on occasions that it might 


ject from the background to add dimension. need separate illumination. 
Depending on the subject, there may be 


multiple accent lights. 
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Rocca 


The addition of 

the background and 
its lighting separates 
the subject and 
gives the appearance 
of further depth 


and dimension. 


As the building process 


begins, the main light 


establishes the basic 
direction and type 
of overall lighting 


setup to be used. 


A separation accent 
light further enhances 
depth in a photograph. 
It can also be used 

to affect and control 


brightness, color, 


subject size, and 


placement 


When a reflector is 
added as a fill light, 
the contrast of the pic- 
ture becomes apparent. 
A reflector offers 

an easy solution for 
varying the contrast 
range quickly and 
predictably. What 

you see (through the 
viewfinder) is what 

you get (in the final 
image). This is also 
Known as “WYSIWYG” 


(pronounced wiziwag). 


Light from a soft box 
is very contained, 
thereby offering the 
photographer the 
ability to keep light 
off of backgrounds 
and other areas 

in a scene. Soft boxes 
and light banks 

are extremely popular 
with portrait and 
commercial photogra- 
phers due to their 


controllability. 


MAIN OR KEY LIGHT 

The foundation of every lighting arrangement or setup is the main or key 
light, since this light has the largest role to play. It is the first light to be 
positioned and 1s responsible for generally illuminating the subject and 
setting up the overall desired look. Thus, the main light usually establishes 


the following: 
1. The general size and/or shape of the subject. 
2. The color or the tonality (for monochrome images) of the subject. 


3. The presence or absence of shadows, which plays a major role 


in creating the impression of dimension. 


4. The shape and size of bright reflections, such as the catch light 
in the eyes or other bright reflections coming off other smooth 


or reflective surfaces. 


5. The overall impression of contrast (as in a hard, medium, or soft 


look to the subject). 


6. The starting point for determining correct exposure. 
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Typical main light sources are soft boxes, large parabolic reflector 
heads, and umbrellas or diffusion panels. Actually, you an use any form of 
light, from a spotlight to a huge bank of soft boxes or even a bare bulb 
source, as a key light. It’s largely a matter of fashion and style that soft 
boxes, umbrellas, and diffusion panels have emerged as the most common 
form of main light sources. Each has its importance, depending on the 
photographic need. For example, an umbrella is the perfect choice when 
photographing a group of several people, due to its large spread or area of 


coverage. However, a soft box 1s ideally suited for photographing an indi- 


vidual person, when you need light control and must minimize spill light. 


Umbrellas are often 
the light shaper of 
choice for many pho- 
tographers who have 
large areas to illumi- 
nate. Umbrellas are 
usually silver or white. 
Also popular is a 
translucent fabric that 
allows light to fire 


through the umbrella. 


Main light alone on 
a product or still life 
performs the exact 
same function as 

it does in a portrait 
image-to provide 
primary illumination 


of the subject. 


The background, 

in this case reflected 
into a highly polished 
black Plexiglas sheet, 
enhances the product 


color and depth. 


The two most critical factors that affect the overall appearance of a sub 
ject are the size of the main light (as compared to that of the subject) and its 
position (relative to the subject). This will initially establish contrast, which 
you can then refine by the use of fill and accent lighting. Typically, terms 
such as hard, medium, or soft light are used to describe the effects of not 
only the size and placement of the main light but also the refinements pro 


duced by the fill and accent hghting. 
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A small sheet of black 
paper placed on the 
front “skin” of a soft 
box helps reduce 
highlights in the glass 
portion of the mask- 
increasing trans- 
parency of, and allow- 
ing us to “see 


through,” the glass. 


Additional fill and 
accent light from cam- 
era left helps identify 
the product logo 

more easily and offers 
more information 
about the surface 


of the product. 


FILL LIGHT 


Once you establish the general effect of the main light, the 
next consideration 1s what to do with the shadows cast by the 
key light. A good solution: the use of “fill.” A fill light opens up 
the shadows often allowing more details to be recorded on film 
than without its use. It also tends to lower the contrast between 
the brightest areas illuminated by the key light and the dark 
areas caused by its shadows. 

A fill source can be either a second light diminished in 
intensity from the main light, or some of the spill from a main 
light redirected into the shadows by the use of a reflector. By 


definition, a fill light is nondirectional. 
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Phe amount of hght that you use for fill is relative to the 


intensity of the main light. Most frequently, photographers will 
set the fill source at some level below the intensity of the main 
light so that there are still shadows present to help define the 
depth of the subject. Occasionally, the fill 1s used to eliminate 
the shadows completely, acting like a second main light. (In 
chapter 4, we'll see how to control contrast and how the 
amount of fill versus main light is measured and expressed as a 
lighting ratio measured in f-stops.) 

A fill light is not always necessary. In fact, many photogra- 
phers don’t use one. It’s another tool, and a knowledgeable 


photographer will use all of the tools available as needed. 


OF STUDIO PHOTOGRAPHY 


A high-contrast portrait 
(like the one opposite 
with strong contrast 
between dark shadows 
and light areas) creates 
drama, and may add 

a hint of mystery to 

an image while also min- 


imizing the amount of 


equipment necessary. 


In a portrait, you 

can easily adjust and 
control the range of 
contrast on the sub- 
ject’s face by utilizing 
a reflector as a fill 
light. By simply mov- 
ing the reflector closer 
to the subject, you 
can quickly affect 

the range of contrast 
and make a decision 
about it. When working 
with one to four peo- 
ple, consider using 

a reflector rather 

than an additional 


light source. 


One or more accent lights are used on the subject—or anywhere else on the 
set—to literally accent an area, such as to bring out the texture of the hair in 
a portrait or to produce a bright thin outline on a vase in a still life. You can 
use a wide range of light modifiers for accent lighting, depending on how 


large an area is involved and what type of accenting is desired. You might add 


a splash of bright illumination in a limited area, as is the case with a hai heht 


or a bright accent light off the side of the face in a dramatic portrait 


The accent light-often 


Another form of accent lighting is the use of a thin line of rim licht to 
: referred to as kicker, 

accent the outline ofa subjec i ; ; 

separation, and skid 


Accent lights are just that: accents. They should not take away from the 
: : light-creates added 


overall feel of the primary subject and should only enhance depth and depth and diana 
dimension by accenting certain areas of the photograph. My good friend further enhancing 
Don Blair calls his accent lighting garlic lighting. According to him, it’s just the true shape of 
like garlic: When you get it just right, it’s perfect, but too much is too much objects of all kinds. 


In a portrait, the 
accent light can help 
identify true shape 
as well as separate 
the face from a dark 
area such as a back- 
ground. Acceptable 
brightness of accent 
lights is very subjec- 
tive and you can easily 
control it by adjusting 
power output of the 


source of il!lumination. 
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By setting up a back- 
ground light directly 
behind the subject, 

you cannot fully realize 
depth in an image, as 
highlights and shadows 
are minimized due 

to the lack of direction- 


al lighting. 


BACKGROUND AND FOREGROUND LIGHTING 
Lighting a subject’s setting or environment usually involves dealing with the 
background, since foregrounds are often illuminated by the main light. 
Materials used, when you're creative, can be quite varied for backgrounds. 
They can range from seamless white or colored paper to multicolored fabrics 
that you can drape to form different contours and textures. You can also 
change their colors by the use of theatrical gelatin filters. Thus, how a back- 
ground is to be illuminated will depend very much on what it’s made of, as 
well as the intent relative to the subject. 

In general, the same principles that apply to lighting a subject also apply 
to the background. For example, placing a light to the side of either the sub- 
ject or the background will cause longer shadows to appear. This is particu- 


larly effective in bringing out the contour folds and surface texture of fabric. 
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I'm often asked the following: I've heard that some master photographers 
keep everything simple and often use just one light and never bother with 
much else-is this true? There's no question that very impressive portraits 
and still-life photographs can be achieved with just one main light. After all, 
many of the masters worked primarily outside with the sun as their only light 
or indoors with only window light. That practice continues today with such 
outstanding photographers as Lord Snowdon, who is renowned for beautiful 
and dramatic natural light portraits taken in his studio, which resembles a 
small greenhouse. 

But the larger question is whether or not you want to work only with 
one light source in all of your pictures. Throughout this book | present 
the full range of lighting controls using multiple lights in order to demon- 
strate just how much variety can be achieved. However, also consider what 
can be done with just one light, in chapter 5. In the end, it's up to you to 


choose how many lights are needed to produce the effects, impact, and 


impressions you want. 


By simply moving 

the background light 
off to one side, “skim- 
ming” the light across 
the background, a 
perception of depth 

is much more evident 


and adds interest. 
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| order to provide information for a wide 


: range of needs and budgets, this chapter is 


_ organized TAEO three main sections: elec: 


So tronic flash, light modifiers, and d support. — 


| and grip equipment, 


A flash tube consists of a glass tube filled with 
xenon gas and a trip wire that awaits the closing 
of a circuit from the capacitor in a flash system 
to trigger the flash. Also, the modeling lamp can 
easily be seen and does not affect the exposure in 


a photograph, merely acting as a visual aid. 


ELECTRONI(¢ 


FLASH has emerged as the most popular raw 


light source for the studio because it supphes enormous 
amounts of light without significant heat buildup or a large 
amount of power consumption, while delivering bursts of light 
short enough to freeze movement. The critical questions to ask 
sefore deciding on what brand or style to buy are: What are my 
ypical stop requirements as dictated by depth of field for my 
ypical camera format, most common film speeds, and so on? 


How much time do I typically take between exposures, and 


10W critical is 1t to freeze any action? 


The answers to these questions will give you an indication 


of how much power you'll need, what recycling time is 
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required, and what sort of flash d 


sr 


ration is necessary to freeze 
action if the picture calls for stopping motion. 
In general, 35mm fashion shooters need moderate power, 


fast recycling, and short flash duration, while large-format and 


stll-lte photographers need much more in terms of power 


output, with recycling time and flash duration being far less 
critical. In between are 35mm and medium-format photogra- 
phers who have needs for all categories. The number of lights 
you require will depend on your style and specific lighting 
setups. For example, a portrait photographer may choose to 
work with two to four or even five lights, while a location 


photographer may need up to six or seven lights. 


LIGHTING EQUIPMENT 


While manufacturers publish basic specifications, such as 


recycling time and flash duration, the big question of how 
much power in fstops the unit actually delivers to a subject 1s 
more difficult to answer. Certainly, all manufacturers publish 
specifications about power levels, most commonly in watt sec- 
onds or joules. But you need to know what the design of a 
particular flash head in a particular light modifier will deliver to 
a subject in fstops at a certain distance, with a particular film 
speed or ISO. The best approach would be to test the actual 
combination you want and many camera stores will help you 
do that. An excellent approach is to rent the entire setup you're 


considering and test it yourself. 
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A portable flash 

has the same basic 
function as the studio 
strobe. However, fea- 
tures such as port- 
ability, automatic 

and through-the-lens 
(TTL) settings and 
power output are 


all differences. 


Several manufacturers have data sheets indicating the actu- 
al f-stop power for a certain distance (usually 10 feet) that their 
units will deliver in some representative light modifiers. They 
may also supply review articles from photography magazines 
that will provide some of this information. Be careful when 
reading manufacturer’s information for output and be sure you 
are comparing the same type of equipment. For example, one 
manufacturer’s standard reflector head may read very hot or 
bright in the middle of the beam of light, while the edges show 
a dramatic light falloff. This may be a bit misleading to the 
photographer who doesn’t thoroughly test the output, its pat- 


tern, and the “shape” of the light delivered from any given 
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State-of-the-art power 
packs, such as this 
high-end model from 
Bron Elektronik in 
Switzerland, offer addi- 
tional features includ- 
ing fast recycle time, 
digital display, 1/10 
stop output control, 
and color temperature 


variations. 


head. Another brand may read less bright in the middle but 
more even across a given area, giving a more acceptable overall 


lighting pattern. It’s also important to factor in the opinions of, 


and recommendations from, other photographers. 
Photographers who are unhappy about any piece of equip- 
ment, from cameras and lenses to lights, will generally tell you 
the facts about their experiences. 


Also to be considered are a number of operational factors 


studio strobe: the studio power pack and the self-contained stu- 


dio flash. A studio power pack consists of a separate power supply 


box, or generator, that powers a number of flash heads connected 
to it by cables. The self-contained studio flash, on the other hand, 
combines the power supply and flash head into one package just 
as a small portable camera flash does but with a lot more power. 
Throughout this book, I'll use the terms “strobe” and “flash” to 
refer to both studio-pack and self-contained models. 


There are advantages and disadvantages to both these 
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that result from the differences between the two basic forms of 


forms of studio strobe. As a general rule, studio power packs are 


the most powerful and usually have the fastest recycling times. 
You can set the output of all the flash heads from the pack in 
various ratios (see pages 102-105), and the heads in most mod- 
erate to expensive brands are almost always fan-cooled, which 
is very helpful at preventing overload from overheat ng from 


shooting fast or from using enclosed soft boxes 


specially 


designed enclosures containing one or more flash heads) where 


heat build-up could be a problem. The flash heads are also 


much lighter in weight than self-contained units, since they 
house only the flash output lamp and modeling lamp. This is a 
significant factor when suspending one from a boom or rela- 
tively high light stand. If you have a need for four or more 
reads, the cost of one studio pack with four heads is usually less 
han that of four self-contained strobes of comparable power, as 


s the total weight and storage space, as well. 


The biggest disadvantage of a studio pack 1s its all-eggs- 


n-one-basket concept; if the pack fails, you're out of business. 


LIGHTING EQUIPMENT 


There is also the limitation in positioning the heads, as their 
placement is determined by the length of the connecting 
cables. Cable extensions are an option but at an additional 
cost, and there can be some loss in output over the distance of 
longer extensions. With studio packs, every time you add a 
flash head to the pack, the power distribution per head is 
changed. Light output is referred to as watt-seconds, so if you 
buy a pack with 1200 watt-seconds capacity, that rating is for 
one head only. Add a second head, and you’re down to 600 
watt-seconds per head, while a third head makes it 400 watt- 
seconds/head. This power output can be varied with many of 
the brands available, in terms of symmetrical or asymmetrical 
output. In other words, this distribution of power output can 
be evenly or unevenly distributed between the number of 
heads in use. This is helpful when one flash head requires less 
light output than another, for example a background light ver- 
sus a main or fill light. 

Self-contained units are a less expensive way to start up a 


one-, two-, or three-light studio. They don’t limit you in terms 


This VISATEC strobe, 
known as a mono light, 
is also manufactured 
by Bron Elektronik. 

It is well Known 

for its durability, 
consistency of output 
and color, diverse 
series of accessories, 
ease of use, and 


considerable value. 


of placement on the set since they can usually be triggered via 
built-in slave/firing mechanisms from a primary strobe. You can 
also make very small adjustments in the power outputs of each 
individual unit. But most importantly of all, you’re not out of 
business if one fails. In addition, the maximum power rating of a 
self-contained strobe is always available from each unit. 

Several years ago, I switched from power-pack style lights 
to the more predictable and controllable self-contained units. 
My reason for this was very simple. I didn’t need the power of 
several thousand watt-seconds per head, and I truly needed and 
wanted the control offered by the self-contained units. It’s sec- 
ond nature for me to power my lights up or down individually 
with regularity, without thinking about the equipment. It 
works far more intuitively for me. 

As with most things in photography, every product has a 
reason to exist. You have to match up your needs with the right 
tools for the job. For ease of use and control, the self-contained 
strobes get my vote. But for sheer power output, the power 


packs might win. 
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cell mod prop 


Soft boxes come 

in a variety of shapes 
and sizes that allow 
not only complete 
control of light quality 
but diversity in effects. 
The strip light (left) 

is ideally suited for 
accent lighting, while 
the larger boxes (center 
and right) work well 

in portrait and product 


photography. 


Light Modifiers 


THE CHIEF REASON for using a light modifier is to shape and then control direct light from a strobe 
head to produce a desired or needed effect. Since the size of a light is so critical to its effect on the sub- 


ject, light modifiers are generally organized into the following three groups: 


1. Those that enlarge the size of a source, 
such as soft boxes (flash head enclosures), 
umbrellas, and diffusion panels. These 

are most often used as both main and fill 
lights in portraiture as well as commercial 
product photography. In addition, their 
large field of illumination makes them ideal 
for evenly illuminating a background. 
Some can also function as larger accent 
lights, such as in rim lighting the outline 


of a subject. 


2. Those that restrict the source, such 


as snoots and grid spots. These are better 
suited to accent and background lighting 
or for special effects. Other applications 

include adding a splash of light and color 


to any dark area of a photograph. 


3. Those that reduce or eliminate light, 

such as scrims and gobos. Scrims (diffusion 
panels) reduce the light intensity in a portion 
of the light field. Gobos (large, rectangular, 
flat umbrellas) block and absorb light to 
protect against stray light effects on the set 


or in the lens. 
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Black or opaque gobos 
(go-betweens) are 
important for blocking 
light from a specific 
area in a picture, 
while scrims diminish 
brightness from 

a given light source. 
Both tools are vital 

to any full-service 


photography business. 


A grid spot, spot grid, 
or honeycomb-the 
name varies by brand- 
is one of the most 
important tools in the 
studio. Light is very 
directional when fired 
through a grid spot 

and is reduced toa 
beam that is directed 
by the size of the open- 
ings on these light 
modifiers. Shown at 
left are fine, medium, 
and coarse spot grids. 
Some manufacturers 
use 20, 40, and 

60 degrees in their 


descriptions. 


Different light-shaping devices and flash 


heads produce completely different results. 
The choices for photographers vary greatly 
and offer a solution for almost any given 
lighting challenge. While grid spots narrow 
the beam of light, optical spots focus the 
light. While soft boxes contain the light, 
umbrellas disperse it. Each has unique 
characteristics that the new photographer 
should explore and test. The diagrams 


here illustrate how each piece of equipment 


shapes and directs the light. 


SOFT BOX 
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LARGE-FIELD LIGHT MODIFIERS are designed to increase 


the effective size of a given light source. They might be used to 


D> 


light a large area, but they might also be used to light a small 


object. The use is entirely subjective and based on individual 


photographers’ styles. 


Fhe most popular form of lighting umbrella has a strobe 
directed at its interior and enlarges the light field by the process 


of reflection. Manufacturers offer a variety of sizes as small as 


two feet in circumference to almost six feet wide. [ypical sizes 


for studio portraits and small-product photography are about 


40) inches, while you can use two or more of these (or larger 


models) to cover full-figure shots, groups, or backgrounds. All 
are as easy to open, close, and store as a conventional umbrella 
and usually mount onto the strobe by inserting the shaft of the 
umbrella into an opening provided on or near the light head. 
You can control the field of light from an umbrella to 


some degree by changing where you place the strobe on the 


shaft. In general, the closer the raw light source is to the surface 


of the umbrella, the smaller the light field and the more likely 
that field will have a “hotter center” with light dropping off 
quickly at the edges. Reflection umbrellas vary significantly in 
their inner surfaces, from flat white to a variety of silver and 
white, as well as gold, materials. In general, the smoother the 
surface, the more efficient the reflection and the more direc- 
tional the light (the more apparent the light direction is). 

Silver interiors that resemble foil surfaces are the most eff- 
cient but often result in harsh, mirrorlike reflections of the 


flash. A flat white surface is the least efficient, giving off the 


| shot this United 
Nations Millennium 
Summit 2000 group 
portrait of 185 world 
leaders with Terry 
Deglau of Eastman 
Kodak, using umbrellas, 
which are ideally 
suited for lighting large 
areas or large groups 
of people. Umbrellas 
evenly send light 

over large areas mini- 
mizing shadows 

and directional look. 
The even lighting 
assures the photogra- 
pher of lighting each 


face well. 


For increasing the 

size of a light source 
and illuminating a larg- 
er area, consider 
“stacking’’ umbrellas. 
In this example, | used 
a silver umbrella with 
a white one. The silver 
adds a hint of specular- 
ity or “snap,” while 
the white maintains 


overall softness. 


most diffused field of light. Umbrellas with combinations of 
white and silver surfaces are the most popular since they have 
an efficient surface yet without the mirrorlike reflections of 
smooth silver. Gold-lined umbrellas will significantly warm the 
color temperature of the light, giving effects similar to warm- 
ing filters. Some reflection umbrellas have a black back fabric, 
which doesn’t improve the efficiency of the interior reflection 
but does prevent any diffusion of light passing through the 


umbrella, making sure you get the most power output possible. 
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There are also several specialized forms of umbrella lights. 


Shoot-through models, for example, are used in the reverse posi- 
tion from reflection types, being pointed directly at the subject. 
The source light is scattered and diffused across the umbrella 
surface as it comes through the fabric, which acts like a curved 
diffusion panel and further diffuses the light as it reaches the 
subject. This type of umbrella allows you to position the light 
very close to the subject, and creates a completely different 


look than traditional reflective umbrellas. 


EQUIPMENT 


SOFT BOXES 
All soft boxes are designed to enlarge the effect of a small light 
source by reflecting its light off its internal surface sides and 
then diffusing that light through a translucent fabric front 
“skin.” The result is a more even field of light than most 
umbrellas can deliver and more control over the direction of the 
light field. To help ensure an even field of light, some soft boxes 
employ an internal baffle set in front of the raw light source that 
first enlarges the light before it reflects and diffuses through the 
face (the fabric front). A black housing prevents light leakage, 
and some soft boxes have recessed face fabric to reduce spill 
while others have flush-mounted faces for wider coverage. 

Soft boxes come in all sizes. The typical soft box sizes for 
studio work will vary from 3 x 4-foot versions for portrait and 


small-product work to 5 x 6-foot for full-length photography. 


As with umbrellas, there are different internal surfaces, such as 


silver and white, and some styles will even let you change the 
surface material, for added warmth for example. Many soft 
boxes have front fabrics that you can remove to convert them 
into a kind of “umbrella box.” 

Soft boxes are usually made of fabric with four or more 
rods serving as an internal skeleton to hold the shape of the 
box. These rods are inserted into a bracket called a speed ring 
that then attaches to the strobe. While some rings will fit more 
than one brand of strobe, you usually have to buy the ring that 
will fit your model. Soft boxes collapse into long bundles and 
can be stored in their own bags for easy travel. They should set 
up very quickly and be durable enough to withstand a lot of 
use if used for location photography. 

The shapes and designs of soft boxes vary greatly and there 
are even a small number of extra-large models that have rigid 


housing, such as fiberglass with a Plexiglas face. The soft box 


Most soft boxes 

or light banks are 
similar in design. They 
all work with a “speed 
ring” into which four 
rods are attached, 
forming the structure 
of the box. 


LIGHT SOURCE SIZES 
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design lends itself to a wide range of configurations and the use 
of a number of face accessories to control the light field even 
further. Examples include tall, narrow strip light boxes, hexago- 
nal and octagonal boxes, as well as the common rectangular 
shape. Another example of a specialized soft box is the trans- 
lucent style, which replaces the black side housing with translu- 
cent material for a very wide field of light. This design is 
especially effective at lighting a room interior. 

A circular piece of fabric placed over any rectangular box 
will produce a round highlight in the eyes of the subject (also 
called a catchlight) in a portrait or fashion close-up, while a 
strip shape piece of fabric will mimic the narrow strip light soft 
box. There are also grid/honeycomb inserts made of fabric or 
metal that restrict the angle at which the light leaves the face or 
skin of the soft box. Such grids are especially effective at pre- 
venting light spill onto backgrounds, allowing those areas to be 
illuminated without any interference from the main light. Stull 
another option is to use barn doors or louvers to restrict spill. 

All of these features combine to make the soft box the most 
versatile light modifier in the studio today, producing the most 
even field of light and offering an extraordinary amount of con- 
trol over the shape and direction of that field. In addition, a slight- 
ly warm or cool filter or gel over the front fabric of a soft box can 
dramatically and very easily change the mood of a picture. 

On the less desirable side is the fact that soft boxes are 
expensive, especially for larger models in general and the rigid 
types specifically. They also require more setup and break- 
down time. However, if the largest percentage of your work 
will be in the studio, a good quality soft box will be well 


worth the investment. 


LIGHTING EQUIPMENT 


In recent years, a number of large, rigid circular reflectors have stirred up 


interest among studio photographers. Basically, these units fit over the strobe 
like a standard bowl or parabolic reflector but are big enough to produce 
large, uniform light fields that can be used effectively in portraits and small- 
product shots. Typically, they measure 16 to 20 inches in circumference and 
most have either a baffle arrangement in front of the strobe or a translucent 


face like a soft box. 
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A lighting panel, 
such as this Bogen 
Lightform P22, 

is useful for a variety 
of applications. By 
selecting the type 

of panel fabric, you 
can use the panel to 
reflect or block light, 
as well as to allow 
light to pass through 
(as is the case with 


translucent fabric). 


DIFFUSION AND REFLECTOR PANELS 
Diffusion panels increase the effect of a light source by scatter- 
nel’s 


ing the light from the strobe as it passes through the px 


surface, much like a cloud does when it moves in front of the 


sun. It literally spreads the light over a larger area. Diffusion 
panels come in large, freestanding, 3 x 6 '/2-foot sizes to 
smaller 2 x 2-foot versions that are held in front of a ight 


source by a bracket. Since most studios use freestanding panels 
for a variety of functions, and since the cost of diffusion or 
reflector panels amounts to just the cost of the fabric, these are 
the least expensive of all light modifiers. 
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The size of the light field is determined by the distance 


between the light source and the panel surface. A light held 
very close to the back of a panel will have a small field with a 
hotter center. Pulling the light back a couple of feet enlarges 
the field by lighting more of the panel and reduces quite a bit 
of the light falloff. You can, therefore, produce small to large 
fields of light from a single, relatively inexpensive, freestanding 
panel. This is one of the primary differences between a diffu- 
sion panel and a soft box; the ability to adjust the distance from 
the light source to the front skin or fabric gives added control 


and choices in light quality. 


IGHTING EQUIPMENT 


Lightform was the first of these types of products, devel- 


oped in 1984 by Dean Collins. He felt there was the need for a 
collapsible, lightweight system to control light. Since his origi- 
nal design, several other companies have started making light 
control panels. 

Reflector panels, which have opaque reflective surfaces, 
enlarge the effect of a small light source by simply reflecting 
the light onto the subject. They bounce light into areas of a 
subject that are in shadow, controlling the contrast in the 
resulting image. The same principles concerning reflections 


that we discussed for umbrellas (on pages 52-54) apply when it 


LARGE-FIELD LIGHT 


Adding a white 
reflector completely 
changes the mood 
of a photograph. 
Once again, this sim- 
plistic approach to 
filling in shadows 
has many benefits 
including low cost 
to own, ease of use, 
functionality, and 


portability. 


comes to the efficiency of reflector panel surfaces and colors. 
In addition, black fabrics are often used to convert a reflector 
panel into a large gobo, adding contrast to the subject by 
reducing light on, or subtracting light from, one area instead of 
adding light. 

Reflectors come in a wide variety of sizes and shapes; 
many are meant to be handheld, while others are mounted on 
a light stand with a support rod or clamp. Generally speaking, 
the smaller models are used as fill panels in combination with a 


main light, while the large, freestanding models are more likely 


to be used with a strobe as a main light source. 
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The only difference 
between these 
photographs is in 
the shadow density. 
By quickly and 
easily adding a white 
reflector, you can 
see the exact results 
even before taking 


the picture. 


Diffusion and reflector panels are sometimes 
mistakenly thought of as the least controllable of 
light modifiers. The main problem is that they 
often allow light to spill over and around, since 
the raw light is not enclosed as it is in the body 
of an umbrella or within the housing of a soft 
box. In the case of a diffusion panel, some of the 
light will also reflect back off the diffusion mater- 
ial. In a small studio or on location in a small 
room, this raises the problem of contamination in 
the shadow areas. However, you can deal with 
this by setting up one or two gobo panels to 
enclose the light source, creating a large light 
chamber. This makes large inexpensive light 


sources easy tO obtain. 


The subjective deci- 
sion on what makes 

a good portrait is 
entirely up to the pho- 
tographer. What is 


important to remember 


is that every aspect 


of the picture can be 
controlled; darkness 
or shadows, again, 
are reduced by a sim- 


ple white reflector. 


This is a black light- 


subtractive panel, 
which diminishes light 
on one side of a product 
or subject, increasing 
contrast. This type 

of tool also works well 
for preventing stray 
light from reaching 


the camera's lens. 


OTHER LIGHT-MODIFYING ACCESSORIES 

There are a few other light modifiers of which new studio photographers 
should be aware. Studio strobes are basically bare bulb sources that spread 
light in all directions. Generally, a parabolic or bowl reflector is attached to 
the bulb to direct this light in one general direction. The parabolic reflectors 
that come standard with strobes are between 5 and 10 inches in circumfer- 
ence, which restricts the light to around 60 to 100 degrees. There are also 
special shallow collar reflectors, resembling flat metallic donuts, that send the 
light out over about 150 degrees when used in umbrellas or soft boxes. Barn 
doors also restrict the angle of the light from a strobe and usually come with 
their own mounting brackets to allow for varying the angle of the light. 

The primary function of snoots and grid spots is to deliver a restricted 
circular field of light. Snoots are nothing more than tubes with diameters 
of about four to eight inches that fit over the light source. Grid spots (page 
49) are more refined in their control. These devices take a number of 
different mesh or grid attachments that narrow the angle of the light 


to deliver different size patterns or “shafts” of light (also see chapters 1 and 3 


You can achieve inter- 
esting and unusual 
backgrounds by using 
an old Hollywood tool 
called a cookie. 

A cookie is nothing 
more than a surface 
with numerous holes, 
in different shapes 
and sizes, that allow 
light through. The 
distance from the 
cookie to the back- 
ground and the dis- 
tance from the light 
source to the cookie, 
along with your select- 
ed depth of field on 
the camera's lens, 
will determine the 
sharpness of the 


projected patterns 


on the background. 
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A light that can be 
focused to a small 
circle, or any other 
desired shape, is always 
helpful to have. Many 
different brands are on 
the market, and while 
they may vary in fea- 
tures, their design is 
basically the same. 

An internal lens (or 
lenses) literally focuses 
the light as it passes 
through the optic. This 
allows the mimicking of 
any shape placed inside 


the light’s aperture. 


for more on backgrounds and accent lighting). Grids are identi- 
fied by the degrees of their restricting angle, with the smaller 
numbers indicating a tighter pattern. They generally come in 
three sizes or degrees, ranging from fine to medium to coarse. 
Neither snoots not orid spots should be confused with 
more expensive optical spots, which use their own lens systems 
to focus the light into a very ught pattern. As such, it’s possible 
to use insert fronts with cutout patterns and project these 


focused patterns onto backgrounds, producing, for example, 


shadows of window blinds or tree leaves 


A scrim is usually a tightly strung piece of mesh material that 1s 


placed in front of a light source in order to reduce intensity. 
Scrims come in various shapes with appropriate names: for 
example, fingers and dots. One of the most common applica- 
tions of a scrim is to reduce a portion of the light’s intensity 
within a section of the light field. For example, to reduce the 
amount of light striking the surface of a bald head (and thereby 
lower its prominence) you might use a scrim between the 
accent light and the subject. 

A gobo or “go-between” is any dark (almost always black) 


surface that completely absorbs or blocks the light that strikes it. 


LARGI 


FIELD, LIGHT 


Using a black reflector 
or “absorber” will offer 
a greater contrast 
range and control. Due 
to the ability to literal- 
ly “see” what you're 
getting, placement 

of the black panel or 


fabric is fairly simple. 


Gobos come in a wide range of sizes and forms. They can be 
large 3 x 6-foot freestanding black fabric panels or pieces of flat 
black foil wrapped around a chrome light stand to prevent 
reflections. One of the most frequent uses of a gobo is to prevent 
light from hitting the front of a lens, which might cause internal 


flare if lighting on the set is directed toward the camera. 


In addition to light sources and light modifiers, an efficient 
studio needs a range of appropriate lighting support equip- 
ment or grips, specifically light stands, light booms, and free- 


standing panels. 
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ANOTHER IMPORTANT ASPECT of understanding 


lighting and all the options available in the studio deals with a 
continuous light source. This source of light will differ from the 
studio strobes/flashes in several ways. Most significant is the 
exposure necessary to utilize almost any light other than flash. 
If using tungsten or “hot” lights the exposure time will be 
quite different than when working with studio flash. 

Before discussing how to use these lights, let’s first discuss 
why someone would choose to work with lights that obviously 
will require slower shutter speeds and possible color correction. 
The reasons are fairly simple. First, a shutter speed not only 
freezes action by stopping movement, it can also blur action, 
umplying motion. In other words, by slowing down a shutte1 
speed the photographer can introduce time or motion as anoth- 


er element in an image, in addition to three-dimensionality. 
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LIGHTING 


In addition to implying motion by utilizing time, try to 
keep in mind that this book 1s about the photographer being in 
control. Control should offer other solutions. Consider the 
example of when photographing a subject or object that isn’t 
moving. A long exposure has no actual bearing on the final 
outcome of the image. This allows the photographer the ability 
to “burn” in an exposure on just about any subject. 

| use hot lights almost always when copying flat art such 
as photographs. I also use hot lights a large percentage of the 
time when shooting small products. By adding the element 
of time to my exposures, I gain the added benefit of being 
able to do things during the exposure that are impossible 
during the instantaneous exposure duration when working 
with flash. Adding an accent to a small dark area of a product, 


using a flashlight, can be a great help to still-life photogra- 


EQUIPMENT 


phers. Another technique is the actifal shaking or moving of 


a background during an exposure, thus allowing it to appear 
out of focus by not registering on the film. When do you 
use hot lights and when do you use flash? It all depends on 
what you're photographing and how you intend to portray 
the subject. 

In order to determine exposures with “hot” lights the light 
meter must be set to ambient, as if you're working outdoors. 
The average brightness of the light falling on or striking the 
subject would require the exact same incident light measure- 
ment required with flash. The main thing for the photographer 
to consider is the amount of time necessary for any desired or 
needed working aperture. The small aperture will obviously 
require more time for the exposure. This can be a benefit or a 


hindrance depending on your situation at the time. 
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Using a continuous light 
source on the back- 
ground, as in these two 
pictures, allows the 
photographer to be cre- 
ative by “burning in" 
the exposure on the 
background while the 
flash “freezes” the sub- 
ject. The “motion” in 
the second image, is the 
result of simply shaking 
the camera after the 
flash froze the model 
and while the continu- 
ous light source was 
still making an exposure 
behind her. The expo- 
sure was 4 seconds at 
f/5.6. Note that the 
modeling lamp on the 
flash must be turned off 
in order to maintain 
proper exposure on the 
subject's face during a 


long exposure like this. 


[ CHAPTER THREE ] 
What does light control mean and why is it 
necessary? From the moment a photogra- 
pher takes his or her first picture, light 
plays a key role in the success of that 
image. Amateur photographers generally 
face one concern: Is there enough light for 
the picture to “come out"? This is impor- 
tant for professional studio photographers, 
as well, but it’s not the only concern. Light 
has to perform several functions other than 
just lighting a scene. It creates texture, 
relates emotion, defines shape, builds 
drama, adds excitement, and communicates 


dimension. Light is responsible for most 


things people “read” into a photograph. 


O 
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WHEN LIGHT STRIKES A SURFACE, it reflects off of that surface in the 
exact same angle or direction that it struck the surface. This is the well- 
known photographer’s law that says: The angle of incidence equals the angle of 
reflectance. While this may seem simplistic to some, it 1s one of the more 
important aspects of lighting. By knowing how light reflects, you can know 
how it strikes, and therein lies one of the principle keys to lighting success. 
How should light strike the surface, and where will it reflect? Think 
about a picture of a balloon. Photographing a balloon is an excellent way to 
witness the principles of light in action. While a seemingly simple product, a 
balloon reveals how light reacts when striking a highly polished, shiny, round 
surtace. It shows the differences in the reflections resulting from a large light 
source or a smal] one, including the direction, the color, and the placement 
of the shadow relative to the reflection or highlight. And it shows which type 


of lighting creates the most depth and dimension. 
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The angle of incidence 
equals the angle of 
reflectance. All photo- 
graphic books and 
periodicals discuss 
this lighting theory. 

It means that as light 
strikes any smooth 
surface, it bounces 

off that surface at the 
same angle as it hit it. 
Some textured or 
otherwise unsmooth 
surfaces, however, 
reflect light differently, 
often scattering light 


as it bounces off. 


With a small light 
source, notice 

the brightness and 
size of the highlight 
and how rich the 


color appears. 


As the size of the light 
source increases, the 
highlight diminishes 

in brightness and the 
shadow on the surface 
becomes softer. The 
subjective nature of 
photography often 
allows you, the photog- 
rapher, to choose the 
size of the light 
source. By understand- 
ing the size-to-distance 
relationship (see 
chapter 2), you can 
make these choices 
quickly and easily 

and accurately attain 


predictable results. 


In portrait photogra- 
phy, the large window 
can offer the same 
light qualities as 

a large soft box: soft 
shadows, lower 
contrast, and dimin- 
ished specularity 

in the highlights. 


Light Size and Quality 


THE EFFECTIVE SIZE of any light source is always relative to 
its distance to the subject and relative also to the size of the 
subject. A 3 x 4-foot light box is a rather large light source 
when placed three feet away from a person’s face. However, 
when placed 15 feet away, it becomes a much smaller light 
source. The difference 1s in how each relative size creates and 
identifies highlights and shadows on the subject. 

You also have to factor in the size of the subject being 
photographed. Is it larger or smaller than the light source? 


The size of the light source then becomes relative not only to 
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its distance to the subject, but also as compared to the size of 
the subject. 

Using a window as the primary light source offers a good 
example. Window light is generally thought of as soft light. This 
is because the light 1s usually nondirectional and low in specular- 
ity (see page 74), and generally creates a soft, pleasing photo- 
graph. However, if you move your subject further away from the 
window, more into the room, the effective size of the light 
source “diminishes” and becomes a hard light, no longer produc- 


ing the soft, pleasing attributes a nearby window can provide. 
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SIZE VARIETY IN LIGHT SOURCES 


Among the different light sources, there are many choices in shape, quality, 
and of course, size. In light boxes alone there are sizes ranging from1x 2 
feet all the way to 20 x 30 feet. It’s all a matter of the desired or necessary 
effect, and while it may be hard to believe, each option has a right to exist. In 
other words, there are as many different light-shaping tools as there are 
applications for their use. Almost every product developed in photography is 
the result of photographers needing that particular tool and then either 
developing it themselves or having it developed by someone else. Either way, 


the photographer is credited with most innovation in our industry. 


However, as the dis- 
tance from the subject 
to the window increas- 
es, the effective size 
of the window (or light 
source) diminishes, 
increasing specularity, 
sharpening shadows, 


and raising contrast. 


Specular Highlight Control 


A SPECULAR HIGHLIGHT can be defined as a mirror imagt becomes. As it becomes less intense, it decreases in brightness 
of the device that created the highhght. For example, a “catch while its size increases. (Take a look at the balloons on page 
light” in the eye of a subject is a mirror image of the light 71 again 

source. Let’s look a little more closely at what happens as the To put it another way, the size of any reflection will 
size of a light source changes. As the size of a given light source increase as a light source increases in size (or is moved closer to 
either gets larger or is moved closer to the subject, the high the subject), while at the same time the brightness of the 
light becomes larger and is spread over a larger area. The larget reflection of that light source will diminish. The rate at which 
the area the highlight covers, the less intense the highlight the brightness diminishes is the exact same rate that its size 
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A larger source reduces 
specularity, diminishes 
shadow sharpness, 


and renders the picture 


softer overall. 


A good example of the 


size-relative-to-distance 
theory of light sources, 
a smaller (or more 
distant) light source 
produces a highlight 
that's small, bright, 


and very intense. 


10 FEET TO LIGHT SOURCE 


According to The Law of the Inverse Square, 

the size of a light will become '/, its size when 

its distance to the subject is doubled. It essential- 
ly becomes smaller by '/, vertically and half 
horizontally because light falls off (or becomes 
smaller) inversely by the square of the distance. 
If a light source that is 5 feet from a subject 

is moved away to 10 feet, the effective size of 
the light reduces not to '/, its original size, 

as the distance might suggest, but to '/, of its 
original size. By learning this law, photographers 
can accurately adjust and predict changes in 
exposure, recognize subtle differences in lighting, 
and generally have a fuller understanding of how 


light reacts to almost any surface. 


1/4 SIZE 


5 FEET TO LIGHT SOURCE 


increases. This is governed by a law of physics called The Law of the Inverse 
Square, which states that light falls off or diminishes by the square of the dis- 
tance as a light source gets smaller (as the distance doubles, the light source 


'/;). Don’t get concerned about the light being too bright for 


diminishes by 
the subject as it gets closer to the subject, or too dark as it gets further away. 
Metering and proper exposure techniques will take care of the subject's 


brightness, and we'll discuss quantity of light in the next chapter. This is quality 


of light we’re considering. 
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Not only are shadows 
more easily seen 

on lighter-toned sub- 
jects, but the size 

of the light source 
again becomes a fac- 
tor. Here, a small light 
source was used to 
produce the concen- 
trated reflection 
highlight and sharp 


shadow edge. 


Shadow Edge Control 
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t the shadow without also 


} ] 
( O tering the size, and therefore the brightness, of 
{ a he + ro hand } | | 
the reflection 01 ht. [he two go hand in hand and must 
both be considered any time a light is moved either closer to o1 


further away from the subject. This is a rule of physics, and 


n break some rules in photography, 


physics 1s physics often see photographers casually moving 
ights closer to and further away from their subjects in studio 


situations. This is fine, as long as it’s understood that in chang- 


ie light’s distance, therefore its effective “size,” relative to 
the subject, you also change the highlight brightness and size. 
\nd, in changing the highlight brightness and size, the shadow 
edge is also changed 

We'll discuss the brightness or darkness of shadows later, 
but keep in mind that the size and distance of a light source 
elative to a subject does not aftect the density of the shadows 


as much as some might think. The density of a shadow is large- 


y controlled by the ambiance, which is another control the 


Increasing the size 
of the light source 
scatters the reflection 
highlight and also 
reduces the sharpness 


of the shadow'’s edge. 


Notice the sharpness 
of the shadows and 


how much more texture 


can be seen when using 


a small light source. 


ONTROI 


As the size of the light 
source increases, the 


shadows becomes soft- 


er, revealing less tex- 


ture than is seen with 


the smaller source. 


SHADOW 


Highlights 


[IIGHLIGHTS CAN BE SOFT and diffused or hard and specu ights are in focus, the eye itself could be slightly out of focus. 


ar.A specular highlight can be defined as a mirror image of the t’s all based on a lot of factors, such as lens focal length, film 


to) 


ighting device that created the highlight. For example, on a ormat (size), working aperture, and the camera’s distance to 


smooth or shiny surface you can clearly see the exact source of he subje 


Diffused reflections or reflections from a large or nondi- 


ight used to take the picture; you can also determine the type 


of light source used, its size and/or distance to the subject, and ectional light source help identify the subject and relate all of 
often guess the aperture used to take the picture he information the viewer needs in order to ascertain the 


A reflection 1s exactly that: a reflection. Therefore, when nessage of the picture. These highlights usually hold detail in 
looking at a reflection, you're looking at a mirrorlike surface heir brightness, and are not pure white without detail, as in 
and, remember, focus is accumulative. This means that you some cases when smaller lights are used. The shape and color, 
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and texture are all easily identified by the dif- 


might have a close-up of a face with out-of-focus catchlights and tonality 


(reflections of the light source in the eye), or if the catch fused highlights. 


This close-up portrait opposite, lit with an umbrel- 


la, illustrates the reflective nature of the human 
eye and how it will always reveal what lighting 

the photographer used. The same picture above, 

lit with a large soft box, results in a completely 
different look to the eye. One isn’t correct and the 
other wrong. They're simply different, and the suc- 
cess of one over the other depends upon the 


desires of the photographer. 


HIGHLIGHTS 


~ 
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Controlled highlights are generally used and necessary on medium- and 
darker-tone subjects. In order to produce contrast on medium or dark subjects, 
you need the highlights and highlight control. Conversely, shadows are necessary 
in order to have the same identification effects on medium- and lighter-tone 
subjects. You can’t easily use highlights to identify the shape and contours of a 
white car. It is shadows that create the contrast on light-toned objects, and this in 
turn identifies the shape and texture. 

Specular reflections, highlights created by a small light source, are helpful in 
creating drama, elevating contrast, and adding a seemingly harder edge to your 
pictures. The smaller the light source, the harder the edge. This seems confusing 
to some. For example, in taking a portrait, some feel that as they look at the face 
of a person, they can back their main light away from the subject and visibly 


> 


“see” the light quality get softer. On the contrary, what they’re seeing is the result 
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This photograph above 
of a Hasselblad 5O3CW 


camera taken with 

a small light source 
shows hard-edge shad- 
ows, high-contrast 
highlights, and is gener- 
ally less than a client 
might desire (the color 
is the result of warming 
filters on all lights). 

The same picture taken 
with a large 80 X 
160cm VISATEC soft 
box, opposite, complete- 
ly changes the mood 

of the shot; the softer, 
more rounded highlights 
are apparent, as are the 


softer-edge shadows. 


of a trick on the eye. [he eye thinks the light 1S getting softer 
because it sees the brightness diminish slightly as the light is 
moved back, while it also looks as though the room ambiance 
increases, allowing the eye to “see” more in the shadow areas. 
However, the shadow edge gets harder (when the light is moved 
farther away from the subject), building more contrast. The spec- 
ular highlight gets brighter and at the same time, more intense. 
So, the question 1s, What is the photographer suppose to 


do? Where should the lights be placed? Unfortunately, I can’t 


answer that question. Or maybe | should say, I won’t answer 


that question. This is where style, personal preference, mood, 
drama, and glamour are contributing factors. I think it is funda- 
mentally wrong for one photographer to tell another how to 
light anything when opinions and subjective decisions are in 
many cases why people get into photography in the first place. 
I think my responsibility is to show you the effects of lights at 
various positions, and discuss and illustrate how lights react to 
given situations. I can illustrate a few setups and provide a few 
tips, but ultimately, it’s up to each individual photographer to 


determine how to incorporate that information into the work. 


[ CHAPTER FOUR | 
In every photograph, there exists an oppor- 
tunity for creative decisions regarding 
composition, lighting, and, when working 
with people, posing. A photographer must 
also decide on the importance of making 
the subject being photographed appear as 
it does in reality. In other words, there's a 
decision to be made regarding the bright- 


ness or exposure of the subject. 


lly of Ligh 


My light meter of 
choice is this Minolta V 
flash meter, which 
reads incident and 
reflective light. Here, 
it has the incident 
sphere attachment in 
place. (See lower left 
photo on page 88 for 


reflective attachment.) 


Light Meters 


THiS DECISION TO MAKE THE SUBJECT appear 
brighter, darker, or true to reality will often depend 
on a number of factors. If the photograph is a traditional por- 
trait, reality, or the true tonality of the subject, would be very 
important in determining the exposure. When creating an 
abstract picture, the decision to overexpose the scene if it might 
enhance the image would be the right choice. Alternately, often 
when working with strong directional lighting, underexposure 
creates a feeling of drama. In every case, the photographer must 
make the decision based on his or her knowledge of film 
speed, lighting equipment, and how the subject reacts to the 
lighting equipment and the proper use of a universal tool: the 
light meter. 

Light meters have been around for many years and have 
been designed to measure the amount of light falling onto or 


reflecting off of a scene or subject. With today’s modern elec- 


tronic cameras, most people can get a good or acceptable expo- 
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tht 


sure by simply letting the camera make their choices, This is 
especially true for photographers using negative fil due to its 
design allowing slight over- and underexposures. For many 


outdoor and even some indoor applications, this works well. It 


also works well When you re automatic camera with a 


UsIng an 


WOTAINYG 19 the studio with electronic 


portable flash. But when 


Is essen 


studio lighting, more caretul attention to the exposure 
tial if predictable results are important 


Many of today’s reflective and incident light 


able with ambient, or available, light reading capabilites, as well 


] } 
lectronic meters of today with 


as flash metering. The modern e 


LCD digital readouts and 1/10 stop accuracy do not closely 


resemble their predecessors with the needle that would go 


across the scale and stop at the right aperture or shutter speed 


So, today’s studio photographer must have access to all the nec 


essary tools in order to work accurately, fast. and with am 


degree of predictability. 
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18% GRAY 


REFLECTIVE METERS 

Reflective light meters are probably the most common types of 
light meters available largely because of the heavy influence of 
amateur or automatic cameras on today’s market. These reflec- 
tive meters, which include in-camera spot meters, are designed 
to read light reflecting off or emitting from any scene or subject as a 
mid-tone or middle gray. In photography this is called this 18% 
gray, and it is the mid-point on film between white and black. 
It’s considered 18% instead of 50% due to the logarithmic scale 
from which everything in photography is based. 

When you point a reflective light meter at a subject or 
scene, the meter will read or display a value that is the effective 
working aperture, based on the corresponding shutter speed 
and ISO or film speed. This will be correct if the subject or 
scene that the meter “sees” is of a mid-tone. Green grass, a 
bright red dress, and an average tree trunk all translate to a 
mid-tone when seen by a light meter. So, if you aim the reflec- 
tive meter at these subjects, the resulting exposure will be cor- 
rect as long as you follow the meter’s given exposure reading. 
An 18% gray card, available at most cameras stores and photo- 


graphic retailers, can be used as a tool or guide in taking 


18% Gray Curve 


reflected light readings. This gray card, when placed in the 
scene in the same light value as the subject, can be very helpful 
when the exposure of a particular subject is critical. However, 
anything a reflective meter “sees” that is brighter or darker than 
the mid-tone will render the photograph over- or underex- 
posed (since it will cause the meter to see the overall scene as 
darker or lighter than it really is) and require an adjustment in 
the exposure in order to maintain the proper tonality. 

To properly use a gray card for exposure readings in the 
studio, you must position the card on the same plane as the 
subject. It should be angled or placed so as to have no high- 
lights or shadows that might fool the meter. Many photogra- 
phers choose to laminate their gray cards with a glossy plastic 
coating or shiny packing tape so that when the card’s position 
does produce a highlight or reflection, they will easily notice it. 
They can then move the card slightly until the reflection is 
eliminated, assuring that the tonality of the gray card is true, 
without highlight or reflection. The spot or reflective meter can 
then be aimed at the card, rendering a true exposure for the 
subject based on the amount or quantity of light striking the 


subject and reflecting off of the gray card. 
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By removing the 


incident sphere and 
mounting an attach- 
ment called a 5- 
degree spot you can 
transform the 
Minolta V meter from 
an incident light 
meter into a reflec- 
tive spot meter. 

The 5-degree area 

is a good size for 
determining exposure 
in almost any work- 


ing situation. 


Reflective meters also read the amount of light emitting 
from a subject or object. For example, if you photograph a 
backht sign at night, a bright flame or fire, or any other subject 
that is its own light source, a reflective meter will again render 
the scene or subject as if it’s a mid-tone. The photographer's 
creativity or judgment, as well as the desires of the client, will 
dictate what, if any, adjustment is to be made. 


Retlective meters are useful in the studio, especially when 


reading the value of light reflecting off of backgrounds or areas 
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The gray card at left is reproduced correctly. The colors 

in the strip are accurate and the true mid-point exists 

in the gray. The gray card below, however, has been tilted 
slightly toward the light source, revealing how easy it is 

to be off axis with the light, thereby not rendering a true 
18% gray. The flat, nonglossy surface on most gray cards 
makes it easy to make this mistake. One solution is to lami- 
nate your gray cards with a glossy surface, making it much 
easier to see the highlight from a light source. Then you 
can simply move the gray card left or right until the reflec- 


tion disappears and the true gray is what remains. 


of the image where the photographer needs to know the actual 
brightness value as it relates to the aperture or exposure for the 


final picture. A photographer working with a reflective meter has 
the ability to read the precise amount of light in several areas of 
a scene in order to determine the amount of contrast in the 
entire picture area. This is of particular importance to commer- 
cial photographers who must think of the range of contrast and 


how their image will reproduce on a printed page. It’s equally 


important to those working with reversal or transparency film. 
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Working with reflective meter readings outdoors is by far 


their most common use, and sports, wildlife, and nature pho- 
tographers will utilize the concentrated spot meter in their 
cameras to read only a specific area of a scene or subject. For 
example, there might be a certain grove of trees that appears as a 
mid-tone on film, and this would be the appropriate area at 
which the photographer would direct the meter. Those photog- 
raphers shooting sports pictures might find a red uniform or 
dark orange windbreaker to use as a metering point. 

The interesting thing about reflective meters 1s that when 
aimed at a white wall, they see it as gray. When aimed at a 
black wall, they also see gray. The good news about this is that 
the meters try to make everything they see 18% or middle 


gray. The creative photographer can use this information to his 
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Hasselblad’'s PME 90 
Prism has the best 
of both worlds: It fea- 
tures spot and area 
metering as well 


as incident metering. 


or her advantage, often doing not what the meter suggests, but 
opting for a measured distance or measured quantity of light 
away from the recommended settings. For example, if the 
reflective light meter is aimed at a black wall, it will “see” the 
wall as gray unless an exposure compensation is dialed in. 
However, the actual exposure the photographer uses can be 
adjusted to make the gray wall appear white or black or any 
tonality in between, based on the knowledge of how to make 
it gray. If a reflective meter tries to objectively make every- 
thing one tone, you can also use it subjectively to make that 
one tone any fone. Just remember that reflective meters are 
designed to “see” a mid-tone and you often need to make 
adjustments, therefore making reflective meters not exactly 


“automatic” meters. 
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INCIDENT METERS 

Incident meters—meters with a diffused spherical dome usual- 
ly positioned on top of the meter—are designed to render a 
scene or subject as it truly is. By reading the amount of light 
that falls on or strikes a subject, an incident meter will give a 
reading that, when adjusted for the proper film speed, can ade- 
quately render a scene or subject as its true tonality. I call the 
incident meter a reality meter. If you meter the light falling on 
a white wall, gray wall, or even a black wall, these walls would 
appear as they should, with their proper and correct tonality. It 
is for this reason that the majority of photographers working in 


a studio choose to work with the modern handheld incident 


Most portrait labs use 
a system of recording 
color data and printing 
densities on the back 
of proofs. This allows 
photographers to 
review all their expo- 
sures to evaluate 


how they compare 


to the lab’s standard. tq g 


Negatives are also indi- 
vidually marked with 


the same information. 


meter. By measuring the amount of light falling on a subject, 
the photographer can make exposures with confidence, know- 
ing that the meter will indicate what the exposure must be to 
yield the proper result. 

Like the reflective meter, the incident light meter must be 
used properly if it is to give the correct exposure. The direc- 
tions for most incident light meters suggest aiming the sphere 
toward the camera for a correct reading, especially when the 
light source, indoors or out, is at a slight angle to the subject. 
Some photographers feel that their exposures are more accu- 


rate and repeatable if they aim the sphere at the main light 


source, especially when the light is at more extreme angles. 


“ @ 99 HASSELBLD O2 OS 


Do 


Normal exposure 
on Kodak E1I00VS 
transparency film 
rated at El 100. 


INDIVIDUAL TESTING 
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suffering problems in printng that cannot be overcome. Some 
process film ditterent- films have more, some less lautude. Each of the major film 
nd even photographic manufacturers publish exposure recommendations based on 
nts trom negatives objective tests in their labs and studios, and welcome the 
However, the single chance to talk to photographers about film ratings and special- 
vou must test vou ized designs. In most cases, these recommendations are accu- 
ts, and vour stvle of rate. However, as mentioned earlier, testing tor vourself is the 
which all metering only way to know with any real certainty how much latitude 
be. Photographers there 1s on the partcular film you may be using based on your 

eir expr s basex ctual usage 
Dp ed use of film S s exposure latitude 1s extremely important in instances in 
Which simple mustakes are made and an unage would otherwise 
Te 1S In the case of reversal, transparency, or slide film, 
there is very little exposure latitude in the film. The film is the 
ydav’s films have a finished product, whereas color or black-and-white negatives 
example, color nega require another step—the prinung. It’s in this second step that 
xposure by as much as photographers have the ability to change the effective exposure 

5 


? fu stops without by over- or underprinting when working with negative film. 


Minus 1, or 1 stop 
underexposure, again 
on the same Kodak 
E100VS rated at El 100. 


Plus 1, or 1 stop over- 
exposure on the same 
Kodak E100VS film 
rated at El 100. 


to note that tilm development has a major 


mmMpact on exposure lt also has an enormous UMpact on the 
t t 


contrast of a scene or subject. A good example of this principle 


might be in the situation of a very low-contrast scene, such as 


an overeast day, When underexposing the film, the photograph- 


er can compensate for exposure by overdeveloping the film. It’s 


) } } slJanmenr tha he “pe x 
during this overdevelopment that scene contrast mcreases, 


resulting mM a prevure of 


based on the increased development, 


more normal contrast than ¢ 


he overcast day might suggest. Of 
course, the opposite ts true in the instance of a high-contrast 


situation, when the photographer has 


the ability to overexpose 


the film and underdevelop the negatives, rendering a 


scene 
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Color negatives have a much wider margin for 
error in exposures than transparency or slide film. 
At left is the correct exposure for this particular 
negative film, Kodak Portra 160 rated at El 160. 
The same picture below, overexposed by 1 full 
f-stop, shows no problems in highlight or shadow 


areas that might make the negative unprintable. 


with less contrast than normal. However, this process of 
overdevelopment push process and underdevelopment puill process 
requires much testing. This is especially true when color films 
are utilized and a change in the color balance, or color 
crossover, could occur. This is most often the case in the under- 
development process. 

When making decisions about the amount of exposure or 
quanaty of hght necessary for a given scene or subject, there 
exists the opportunity to creatively influence the final product 
by changing the viewer’s opinion of reality. In many instances, 
photographers will shoot a variety of exposures to select from 


later. Reterred to as bracketing, this is the changing of the aper- 
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ture or shutter speed to vary the amount of exposure. Some 
beginning photographers are often unsure of their exposures, 
and bracketing gives them the insurance they need to make the 
shot. Seasoned professionals will often vary their exposures, or 
bracket in order to allow their clients a wider range of choices 
when making a final image selection. Professional photogra- 
phers usually bracket in very small increments, such as 1/3 stop, 
while amateur photographers generally bracket in 1/2-stop 
increments or more. 

Bracketing for effect is often difficult to see when evaluat- 
ing the results from negative film, either color or black and 


white. The print, which is the second generation and made 
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work in difficult metering situations. 


Again, underexposure by 1 f-stop seems to have 


no real adverse effect on negative material. 
The built-in margin or latitude for exposure for 


negative films has saved many photographers’ 


from a negative, can usually be corrected to look proper even 
when the negative was improperly exposed. The film’s latitude 
for exposure makes possible this correction of bracketing expo- 
sures, even when the film was incorrectly exposed. This is one 
of the major reasons that amateur photographers rely heavily 
on negative-based films. The margin of exposure error, result- 
ing in an unusable image, is much greater than when using 
transparency or slide film. 

Transparency, reversal, or slide film has little or no expo- 
sure margin. Since it 1s the final product, there isn’t another 
step in the process in which it can be corrected, manipulated, 


or adjusted. For this reason, those who shoot with this type of 
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Polaroid makes numer- 
ous products for pro- 
fessional photogra- 
phers. The available 
range of emulsions 
makes it easy for pho- 
tographers to match 
the Polaroid film in 
speed and type to the 
final film. It's great 


instant proofing film. 


film will bracket their exposures more often than those shoot 
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ing negative films. Some feel that a very small amount of 


underexposure makes colors brighter when using reversal film 
For this reason, it’s important to test the different types of films 
before using them. Know each film’s benefits and limitations. 
Of all the important discoveries and advances in modern 
photography, perhaps one of the most interesting and, possibly, 
important is the invention of Polaroid films. When Dr. Edwin 
Land developed his revolutionary photographic products, he 
may not have fully realized the impact they would have on the 


professional photographer. His primary market was the con 
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sumer, By taking a picture and instantly seeing the results, the 


public at large became excited about photography and b 


egan 


using Polaroid cameras and film at an amazing rate 


This “instant” technology has also plaved an unportant role 


) 
t 


in the daily lives of protession: 


| photographers tor many years 
Most of the modern protessional cameras have adaptable film 


holders or magazines that will accept a variety of different 


as 


types of Polaroid film, color as well black and white. By 


atl 
using this film during a photo shoot, the photographer 


the composition, check the subject’s expression, watch for cam 


era or flash maltunctions, and much more 
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This image was shot 
with Polaroid Prol0o 
679, showing the qual- 
ity of this type of film. 


The quality of Polaroid films has continually improved Photographers can also use Polaroids for evaluating 
over the years to the point that the instant picture, taken with exposures before making the final exposure of cene on 
a professional camera, will result in a very acceptable photo their selected film. This is another avenué of insurance for the 
graphic image. Some black-and-white Polaroid films even photographer who wants to be in complete control of his o1 
offer a processed negative at the same time the instant print 1 er images. By having an understanding of the true o1 
produced. The negative can be peeled away from the positiv ite ISO rating (film peed) for the film that yo 
and saved, washed in a solution, and used to make prints or, o use for your final photograph, you can match up the 
under a high magnification loupe, checked for absolute scen¢ olaroids in terms of film speed and you can m O 
sharpness before shooting final images on traditional negative ure to the film you're shooting. The accuracy of profession 
or reversal film. This is a technique often used by commercial olaroid films in terms of their effective [SO 
advertising photographers. on with confid 


Using a Flash Meter 


EARLIER WE DISCUSSED the differences 
between reflective and incident light meter read- 
ings and how the use of the ditterent light meters 
will render proper and predictable exposures in 
virtually every photographic situation, in the stu- 
dio or outdoors, 

When working outdoors, meter readings are 
taken by gathering the light when a button is 
depressed on the meter. The meter basically reads 
the amount of light it sees on its sensor. However, 
a meter reading taken using flash or strobe reflects 
the quanaty of light, or flash, in that fraction of a 
second that the flash or strobe is illuminated. It 
reads a burst of light and displays to the photog- 
rapher a suggested aperture based on the film’s 
preset ISO and the output of light trom the actu- 
al flash. The aperture is the primary exposure 
control used tor the basic exposure of the subject 
when using flash or strobe lighting. 

The studio photographer has many choices 
of settings, The options include setting in the 
film’ ISQ, adjusting the meter to read flash or 


ambient, indicanng if you are using a syne cord or 


working in a noncord situation, and in the case of 


tlash readings, the option to set a preferred shutter 
speed. How you set the shutter speed may have 
an influence over the flash reading that is estab- 


lishing the working aperture. For example, if you 
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were in the studio working with very bright 
modeling lamps in the strobes, a fast shutter speed 
setting on the flash meter would assure you that 
there would be no influence or contamination of 
exposure from the bright modeling lamps, pro- 
vided you set the camera’s shutter speed the same 
as the meter. The actual exposure would be based 
entirely on the output of the strobes. 

However, by setting the shutter speed slow- 
er on the meter, there is the risk of having the 
brightess of the modeling lamps affect or intlu- 
ence the exposure based on the flash. Consider 
working outdoors using flash and you can imag- 
ine the impact that the shutter speed has on the 
overall look of the image. When using a fast 
shutter speed outdoors with flash, you can make 
it almost appear as if you took the picture at 
might. Or simply by slowing down the shutter 
speed, you can produce a completely different 
look based on the theory that the shutter speed, 
along with the aperture, controls the ambiance; 
the aperture alone controls the exposure on the 
primary subject. A slow shutter speed would 
lighten up the ambient or available light. The 
knowledgeable photographer has the entire 
range within which to work and in time will 
learn which shutter speed is appropriate for the 


desired effect. 
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Here is an example 
of a comfortable bal- 
ance between shutter 
speed and aperture 
when working with 


a flash outdoors. 
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Working outdoors with flash can offer complete 
control over the brightness of the background. 
Here, the exposure was 1/60 sec. at f/8. Notice 
the background brightness. A small soft box 


on a portable flash was used on the subject. 
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By increasing the shutter speed, the subject stays the 


same, but the background becomes darker. When working 
with flash outdoors, primary exposure on the aperture 
will always be based on the flash, while exposure from 


the shutter speed determines the background brightness. 
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Lighting and Contrast Ratios 


WEBSTER’S DICTIONARY defines a ratio as “the relation- 
ship in quantity, amount, or size between two or more things.” 
Ratios are important in many different types of photography 


for a variety of reasons. First, there is the range of contrast you 


can actually see in a scene—what your eye visually tells you 1s 
dark and light. This range of visual contrast will vary from person 
to person, but it is considerable. Think about how well your 
eyes adjust when you've been in a dark room for a long period 
of time, as inside a movie theater. As your eyes adjust, you can 
begin to see more and more detail and more of your surround- 
ings. The same is true when exposed to extremely bright lights, 
hike those from the sun or bright spotlights on a movie set or 
video lighting. 

This visual contrast is what allows you to see the detail of a 
pencil deep inside a briefcase on an airplane while at the same 
time finding detail in the brightest areas of the clouds outside 
the airplane window when you quickly turn your head and 
look out. The reaction of our eyes is one of the most fascinating 
yet perplexing aspects of photography. It is fascinating because 
of the incredible contrast range the eye can see. And, it’s per- 
plexing, because you don’t often get on film what your eyes told 
you you were seeing. For many years photographic educators 
and magazine articles have taught techniques for learning to see 
light and how it reacts on film. However, photographers must 
realize that the film’s reaction to a scene’s contrast is less than 
what the eye can see, and it must carefully be understood. 

All this means that you have to think more. You must think 
about the importance of testing all of the different films you use, 
to know what their tolerances are and how to best utilize this 
information. Manufacturers of sensitized products can list the film 
speed, but you must individually discover how you use it in terms 


of contrast and to best suit your own working conditions. 
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The second area of contrast to investigate is the film con- 
trast. After testing the range of contrast of films, you find that 
the film cannot see the same amount or range of contrast as the 


human eye. The fact is that what you see is not always what you 


get. Different films, each with their own individual characteris- 


tics, will have greater or lesser ranges of contrast. What you see 
as the apparent range of film contrast is also, as mentioned 
previously, controllable in the processing of film. Overdevelop- 
ment increases the appearance of contrast while underdevelop- 
ment does the opposite, diminishing or decreasing contrast. 

You can choose how much detail you wish to see in the 
darkest dark or in the brightest bright area of an image. You 
must learn not only to control the range of contrast, but also to 
know when to use high contrast or low contrast and use the 
proper tools and/or techniques to achieve the desired effect. 

“Highlight to shadow” ratios in portrait photography, espe- 
cially in the studio, are of particular importance. Let me first say 
that ratios are as subjective as almost every other area of photo- 
graphic lighting and no single rule will apply to all situations. 
However, there are some guidelines that might help new pho- 
tographers achieve a ratio that represents dimension and depth 
while yielding full detail in highlights and shadows. 

In order to determine what ratio (or contrast) would be 
correct for a given scene, you must have an understanding of 


what is possible. Let’s start by discussing how the amount of 


light measured on either side of a face—the highlight side and 
the shadow side, as in a portrait situation—will vary and how 
physics plays a part in determining the ratio. 

For a traditional portrait, a ratio of 4:1 is one of the more 
popular, as it’s a ratio that defines light direction and renders 
visible, yet dark detail in the shadows (on the opposite side of 


the face from where the main light strikes). The term 4:1 
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A 2:1 ratio means that 
the shadow is UE the — 
brightness of the high- _ 
light or true tonality 
of the subject-a 1-stop 
difference between 
the two. 
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A 4:1 ratio means that 
the shadow is 1/4 the 
brightness of the high- 
light or true tonality of 
the subject-a 2-stop 
difference between the 
two and greater con- 
trast between the dark 


and light areas. 


means that there is four tmes more light on the highlight side 
of the face than on the shadow side (in photography four times 
equals two f-stops). The importance here is that there is not 
only acceptable contrast from highlights to shadows, but there 
is also a perceived depth. Depth, as previously discussed, is of 
key importance in much of today’s successful photography. This 
difference in amounts of light on each side of the face helps to 
identify or create depth and shape. The term 4:1 also means 
that there’s 1/4 the light in the shadow as in the highlight. This 
is just a different way of expressing it. 

Whether you're using one, two, three, or more lights will 
determine the finer points of reading and understanding ratios. 
However, the most important thing to keep in mind 1s the 
actual simplicity of the process: What you're looking for is the 
difference in brightness of the highlight side of a face and the 


shadow side of a face. How they relote to each other in terms 
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of brightness will help you determine what 1s the correct ratio 


for any given subject 
Looking closer at how the 4:1 ratio is achieved working 
with flash in the studio, you can first shoot a test in the studio 


with only one light source, positioned at a 45-degree angle to 


the subject. Take an incident meter reading with the meter 
placed next to the subject’s face, with the dome or sphere of 
the meter pointed toward the main light. Let’s say the reading 1s 
fll. Next, read the shadow side of the face with the dome 


etmed away from the light source, in such a position that no 


direct light from the main light is st iking that side of the face. 

Let’s say that side reads f 5.6. The difference between the two 

sides of the face is 2 stops. This translates to a 4:1 ratio. 
Photography works on the principles and laws of physics 


that state that the previous number, such as aperture or shutter 


speed, either doubles or halves the amount of light. If the read- 
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ing was |-stop difference, reading f8 in the shadow, as in the 


case of using a reflector for the shadow, there would be half as 
much light in the shadow as on the’ highlight side of the face. 
You could also say that the highlight side of the face had twice 
as much light as the shadow, or a 2:1 ratio. 

Ratios become more complex when you introduce a fill 
light in the studio, but they still can be measured and read 
using the same basic idea. For example, if you place a fill light 
behind the camera position and get a reading of f8 with a main 
light at a 45-degree position to the subject and it has a reading 
of f11, think about the ratio like this: If the subject, a face in 


this example, is looking forward, the {8 from the fill ght falls 


equally on each side of the face. To make this easier to under- 


stand, we'll use a simple standard and say there is one unit of 


licht on each side of the face. When you add the light from the 


main light from one side, you are adding light to one side of 


A 8:1 ratio means that 
the shadow is 1/8 the 
brightness of the high- 
light or true tonality of 
the subject-a 3-stop 
difference between the 
two and even greater 


contrast. 


the face, not necessarily the other. In this case, | 11 adds two 
units of light to the highlight side of the face because f11 is 
effectively two units of f8. Therefore, we have one unit of light 
on the shadow side of the face from the fill light, and a total of 
three units of light on the highlight side from the main light, 


combining the one from the fill light and the two from the 


oO 
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main light. The result is a 3:1 ratio. 

You can apply this to any subject or object you photo- 
graph. Just learn to think in terms of units of light for factoring 
the ratios. If the main light reads f11.5, the total ratio would be 
4:1. Having f16 on the main light would mean a 5:1 ratio. As 
mentioned above, ratios are only important for reasons having 
to do with possible contrast ranges of films and papers. In other 
words, if a photographic paper or magazine page will only hold 


4 stops of contrast, It’s your responsibility asa photographer CO 


keep the photograph within that range. 
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A portrait taken 
with one light in a stu- 
dio can resemble a 


window-light portrait. 


Placing the Light 


OF PRIMARY IMPORTANCE when working with a single 


light source is the exact placement of that source. Depending 
on the angle of coverage of the lens in use, as well as the angle 
of throw or degree of illumination of the light source, there 
can be as much as 300 degrees of area in which the light can 
be placed and still not be seen by the camera. In fact, the hight 
can also be placed directly behind the subject (whether a per- 


son or an object), again depending on the desired effect. 
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Another one-light 


photograph. This sim- 


plistic approach allows 
the photographer 
much more interaction 


with the client. 


In a one-light portrait, 
you can turn the light 
in such a way as to 
illuminate the back- 


ground, increasing 


your efficiency. By 


working with one light, 
you're forced to get 


creative and clever. 
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As the light source 
begins to travel around 
the subject, notice 
how the shadows and 


highlights change 


not only the mood of 


the picture but also 
the shape and “look” 


of the globe. 


Light placed near the 
camera's position 
gives a flat, nondirec- 
tional look to the pho- 
tograph. No true shape 


or dimension is shown. 


ry setting up the following test to see the different effects 


of a single light source on a subject from a variety of positions 
Utilizing a simple, three-dimensional object and working with 
an assistant, take a look through the camera while your assistant 
moves a single light source slowly in a big circle around the 
object. Make sure that the object is far enough away from a 
background, wall, and so on, so that there are no distracting 


shadows behind the subject. 
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SIMPLI ONI LIGHT 


As light travels from the camera position to the 


background, directed back toward the subject, 
there is a noticeable difference in depth and 
dimension. Any one-light setup can result in 
either a picture with dimension or a simple, more 
documentary representation. Again, the final 


decision is in the hands of the photographer. 


In this test you want to concentrate only on the main sub- 


ject matter. With the light close to the camera’s position you ll 


notice, when viewin 


g through the camera, that the object has 
little or no depth or dimension. There are few, if any. highlights 


and no real shadows to see from this position; shadows from the 


object fall well behind it. The object will also reveal no texture. 
smooth or rough, or any sense of what the surface material 


might be. As you move the light further away from the camera. 


he subj ct starts to take shape As the hight starts to create 


ion, the subject starts to reveal itself and | 
shotographed. Again, you can only see this looking throug 


camera. You should Nnevel place lhehts 


he camera. It’s impossible to foresee the final result of a lig 


effect without looking through the camera. However, ke 


mind that there are no hard and fast rules on light placeme 


it looks good to you, shoot it. 


how it might be: 


without looking through 
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A few interesting things occur as the light travels, at an 


angle, away from the camera. First, there is the obvious direction- 


al feel just mentioned. 


Seco 


nd, there is a feeling of drama as the 
extreme to the camera’s position (or, as the high 


from the camera, more toward the background). T 


erally will enhance a photograph as long as the d 


is not a detriment to your particular subject. 


ight becomes 


t moves AWay 


us drama gen- 


irectional light 


When photographing 
any surface, including 
a face, texture often 
brings out true charac- 
ter. In this example, 

a directional light 


enhances the portrait. 


Texture 


TEXTURE IS CREATED by directional hght, plain 


id Sl) 


ple. It is one of the key results of directional lighting (light tray 
eling at an angle to the camera). The direction will create high 


lights and shadows, creating peaks and valleys on the surface of 


your subjects, and if these peaks and valleys are not present, 
texture cannot be seen 

There are times that this texture is exactly the effect you're 
after. But there are certain subjects that directional light may 
not enhance or complement. A good example might be an 
elderly person with a lot of character lines in their face. These 


lines will be made more pronounced with directional light. 
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Depending on the photo, this can be either a good or a bad 
thing. At the same time, when shooting a commercial or adver- 
tised product, such as a refrigerator or a wicker basket, texture 


will show the viewer exactly what the product looks like and 


whether the surface is porous, pebble grain, smooth, highly 


polished, leather looking, and so on. Again, this effect may be 
desired or not. The main point is that while directional light 


S 


can help many photographs, it can hurt just as many. Take the 


time to study the subjects you photograph and try to capture 
them in the most pleasing light possible. If texture helps, great. 


If not, use a more flat lighting. 
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direction of the light is 
established to create 
highlights and shadows 


Textured products are 
on the surface. 


enhanced when the 


Again, texture adds 


character to this 
lovely portrait 
of my grandmother, 


“Miss Lou." 
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Lighting here captures the subtle texture in 


the background and the more obvious texture 


of the subject's sequined dress. Remember that 


the sequins appear as highlights, reflecting 


the large soft box used as the main light. 
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sharpness of the shadow edge and the size and intensity of 


hiehts. This point is even more important when you are using only one ght 


] 1) ] lye re wh wel a. — » all 
source. Working with a reflector or fill light with a single source allows U 


] } yr Ore 
| hy ) SIONS LIT 
pPHnolvorraphnc We 4 ¢ 2 N ( \ C iN te U 

| t ) | ) } S SW Ss \ 
HON ana size OF The SOUTEC Clative C CIs C 1 C LINC 
t . 5 t \ ch ) ) 
tO Che SIZe Oo Ne SUBTEC ‘ S Ss ( 
} Bilal t he priya ly) reth yyty . . 
MmnouUuNne OF CONTPAST ONL TNE PPUMATY SUOTE™ CHE ¢ 


A reflector used oppo- 
site the main light 
reduces contrast 

and lessens drama. 
This is often a more 
desired look ina 


traditional photograph. 
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Removing the reflector 


results in an image with 


much more contrast. 


A single light source 
illustrates the shape 
of this guitar's edge, 
again showing how light 


can reveal true form. 


ikers at conventions and workshops, when as food shots, la 


rge constructed sets, and some smaller products. 


saving that fill hehts were necessary 1n \fter many years of working in a portrait studio with a 
S portraits must have a base 


fixed fill light in the ceiling, I gave it up in favor of a smaller 


ed by the brightness of the fill rela ind more easily controlled reflector when working with one, 
Chey also said that the ratio between the two, or three people in a portrait session. This gave me more 
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ed—that shadows always had to have a confidence in my work almost instantly. By using a reflector in 
s that this statement is only true if yo 1 portrait situation, what you see is what you get. The ratio or bal- 
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ince between the shadow side of the face with the reflector 


pel and the main light side of the face without the reflector is 
pear in a photograph. Be very careful exactly what I see and, therefore, can easily control. 


tell you. | will agree that there are Many unique opportunities exist for one-light photogra- 


is necessary, but let’s make it an option phy. Try a few one-light setups of your own and be creative. In 
ways follow. Obviously, there are situa some, use a reflector as fill, in others just use the light alone. 
product photography when a base fill Ikemember that there are no rules, only objective physics and 


‘specially in working with subjects such 


subjective opinions. 


One-light portraits 
can offer strong 
impact and are gener- 
ally simple to set 

up. Here, | allowed 
light to spill onto 

the background past 
the subject. 
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To create and imply depth in a photograph, 
the photographer uses different types of 
accent lighting (lights other than the main 
light or fill light). By the effective use of this 
lighting, you can separate a subject from the 
background, show the actual shape of some- 
thing or someone, and help control the view- 
er’s perception of contrast. It also helps with 
enhancing texture across any given surface. 
Overall, photographers who are utilizing 
accent lighting successfully, whenever 
appropriate, are probably full-time working 


professionals who recognize the benefits; 


many advanced amateur photographers may 
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have the eye and technical skills for creating 
high-quality work but might be missing some 
of the small nuances that separate them 


from the full-time pros. 


Working without an 

accent light makes it 
difficult to determine 
the true shape of the 
face and allows little 
separation from sub- 


ject to background. 


The addition of an 
accent light not only 
reveals the true shape 
of the subject, it also 
helps add sparkle or 


“snap" to the picture. 
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unfair to judge how any photographer works. We don’t know 


their parameters. 

I once heard a well-known photographer say a hair light 
should be increased in power to be brighter for dark-haired 
subjects and turned down to be less bright on blonde or light- 
haired subjects. I’ve thought about this statement a lot over the 


past few years and have come to the conclusion that I disagree. 


My first reaction would be to agree and just move on. But if 


you think about it, light is all about creating and controlling 


contrast in a scene. When photographing a subject with dark 


hair, think about the amount of light it would take for a light 
coming from a strong angle behind the subject, back toward 


the camera’s position, aimed at dark hair. 
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The simple addition 

of a hair light can often 
make the difference 
between an average 
photograph and some- 
thing more exciting. 
Compare this image 
with the hair light to 
the top one on page 
124 without it. 


The fact 1s that you can power your hair light down con- 
siderably and still have a successful hair light on dark-haired 
subjects because it will be seen easier and sooner than if the 
hair were lighter in tonality or color. In fact, my standard rule 
of thumb is to have the hair light 2 stops below my working 
aperture if the subject has dark hair. For example, if I’m shoot- 


ing at fl6, I want the hair light to read f8. As the hair gets 


lighter, | power up the hair light until it reads the same expo- 
sure that I’m shooting at when lighting blonde hair. Give this 
some serious thought and testing. 


Another important factor in controlling the hair light is its 


Ou 


placement. Where should it go? Is it directly overhead, slightly 


behind, or slightly in front the subject? I have always felt that a 
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A traditional five-light 
setup for portraiture 
might include a main 
light, fill light, accent 
light, hair light, and 

a background light. 


BACKGROUND LIGHT 


ACCENT LIGHT HAIR LIGHT 


a PE aL MAIN LIGHT 
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hair light should be exactly that: a light for the hair—not the 


nose, not the ears, but a hair light. To this end we have to look 
through the camera as the hair light is positioned in order to 
determine the exact best placement. | know how difficult this 
is when working by oneself, but it’s important to at least estab- 
lish some of these types of guidelines. Some inay choose to 
mount the hair light permanently in the ceiling and keep the 
subjects posing area in the same place. This is fine as long as it 
eves the desired results. 

Now, what about the size of the hair light? Does it matter? 
Isn’t a small snoot ideal because it can be aimed? Again, the 
answers lie within each individual photographer. If you keep in 


mind the Law of the Inverse Square, you know that as the light 


THE OPTIONS 


Hair light can be on 
the top or on the side 
in more of an accent 
position. The key 

to a successful hair 
light is very simple: 
It should add detail, 
not overpower, and 
show the subject's 


true shape. 


source increases in size, its highlight will diminish in bright- 
ness. Imagine that you have a small and very bright hair light 
on a brunette subject. If you want to lower the brightness of 
the hair ight you have two choices: You can lower the power 
of the light source, diminishing the brightness without chang- 
ing the size of the hair light, or you can increase the size of the 
hair light, which will also diminish the actual brightness. 

I often work with a soft box as my hair light for a couple 
of reasons. First, | am very pleased with the light quality in the 
hair when working with a large, even light source such as a soft 
box. Second, there’s a unique or different look to your work, 
and as I said earlier, it’s great to be different and separate your 


work from that of your competitors. 
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Adding a color to an 
accent light shows the 
vibrancy of the color, 
due to the colored light 
being added to an 
otherwise dark area. 
Once again, depth 


is the desired result. 
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Without the accent 
light, the subject's 


skin would simply 


blend in with the back- 
ground. The true shape 
of the cheek and jaw- 
line can be easily seen 
due to the strip light 
used as accent from 


the camera's right. 


90° 


One of the strangest things that occurs in photography happens 
while working with hair lights or separation lights. In fact, 
depending on the exact position, it could also happen to a 
main light. As a light source moves more than 90 degrees away 
from the camera’s position relative to the subject, the brightness 
of the light source increases. This is assuming that the distance 
from the light to the subject doesn’t change and the power set- 
ting or light output remains constant. 

What is strange about this is that, if metered, the light 
reading would be unchanged as long as the distance from the 
light source to the subject remains unchanged. In other words, 


if you draw out an arc or a circle at a set distance from the sub- 


As a light source moves 
further away from 

the camera's position— 
moving further than 
90 degrees from 

the camera-it becomes 
much more efficient 

in its output. In other 
words, as the light 
travels closer to the 
background, you 

must reduce the power 
in order to have the 
same exposure on 

the accent light as 
when it was nearer 

to the camera than 


90 degrees. 


ject on which the hght source could travel, the light source 


would follow that are and yield a perfect exposure based on a 
light-meter reading, as long as the light does not go beyond the 
90-degree mark. After that, the light simply becomes brighter 
and brighter, and the meter can’t tell you how much brighter. 
This is due to a phenomenon that is based on a physics 
theory. Much like inertia or the amount of energy necessary 
for a given task, the energy necessary for light to skim off a 
subject will diminish as the angle to the subject increases. This 
then becomes one of the few times I will ever say that you 
cannot Measure exposure accurately with an incident or reflec- 
tive meter. The meters will be fooled. You have to go on expe- 


rience in this case and personal taste. 
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BACKGROUND LIGHT 


There was a time when almost all the photographers I know 
who were involved in people photography would light their 
backgrounds virtually the same: They would adjust the height 
of the background light to be between the shoulders of their 
subject, place the light behind the subject, and aim it directly at 
a background without any type of light-control device other 
than the standard 7- to 10-inch parabolic reflector head that 
comes standard with most lights. Times have changed. 
Photographers have found out that they can have as much 
control and exhibit as much creativity in their backgrounds as 
they can with the rest of the photograph. 

In around 1984 I stumbled onto an idea by accident that 
up to that point I had not seen before. That was the day I took 
off the standard reflector from my background light and aimed 
it through a light box. I then moved the newly created large 
background light to the far side of my background, skipping 
light across the background instead of firing straight into it. 


Not only did I revolutionize my work by changing the size of 


my background light, but also its direction. | started moving 


to) 


this light off-center regularly, out from behind the subject and 
more along the side of my backgrounds, allowing the skim- 
mung light to create texture on the background. 

This made for some unusual looking effects. Of primary 
benefit was the texture I could create, which enhanced the nat- 
ural peaks and valleys of the fabrics used. Keep in mind that the 
effects will change dramatically depending on the working aper- 
ture of the camera. Softening or sharpening of the background 
based on the depth of field will certainly affect the final results. 

The bottom line 1s, if you can control highlights and shad- 
ows on your subjects by controlling the size of your light 
source, you can do the exact same thing on your backgrounds. 
To create and control the look of shadows from draped muslin 
or the new Custom Superlight backgrounds, change the shape, 
size, and distance of your background light. Use color theatri- 
cal gels for adding impact and excitement. Utilize the light- 
shaping tools you have on hand and make some new ones if 
you have to. The main point is to be creative, resourceful, and 
above all else, different. Separate yourself from your competi- 


tion by offering things they cannot or do not. 


Lighting flat into 

the background with- 
out direction is fine 
in many situations, 
such as this product 
shot. Note that | 
photographed this 
Hasselblad accessory 
display case using 
the Chromazones 
system explained 

on pages 134-140. 


By moving the back- 


ground light to one side 
and “skimming” it 
across the background, 
you can create addi- 
tional shadows that 
tend to increase dimen- 


sion in a photograph. 
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Once again, a subtle background light can give 


an added appearance of depth. Selection of len 
aperture determines sharpness or softness 


of the background. 
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Without the back- 
ground light on, the 
background should 
appear as black before 


color is added. 


SEVERAL YEARS AGO I was fortunate to work with educa- 
tor/photographer Dean Collins at a time when he was devel- 
oping a new system for controlling colors on backgrounds 
called Chromazones. This system was very well thought out 
and methodical, due to Dean’s color blindness, which necessi 
tated the development of the system. Its importance in my own 
photography cannot be measured. Not only is it important, it’s 


actually very simple to use if you follow a few guidelines, 


although at first glance it might seem difficult. 


Chromazones is a metering system or technique that requires 
no additional accessories. It is based on the same process as 
looking for a particular color of paint at a paint store, where 
customers look at a chart and select the desired color depend 
ing on what they like or need. The clerk then mixes the color 
based on a formula, usually coded in the paint number. For 
example, you may ask the clerk for a particular shade of blue. 


The name of the color is usually followed by a code number 


1 


that tells the clerk exactly how to mix a combination of colors, 


usually starting with white, to achieve the desired effect 


The Chromazones color background system works exactly 
the same way. After creating some lighting/metering tests and 
color swatches, you end up with a background color and a 
number (for metering purposes) that you can recall o1 repro- 
duce on demand, without further testing, on almost any back- 
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ground with any lights and at any aperture, providing a few 


rules are followed 

Phe first and most frustrating problem people seem to 
have with color background control is called contamination. If 
you've ever tried using colored gels you may have experienced 


it. Contamination occurs when your results of adding colored 


gels to a background look flat, washed out, and not quite as 


pen! 


bright or colorful as you thought possible. The problem was 
not the brightness of the light used with the gels but the prob- 
able contamination of all of the other lights. Allowing even the 


smallest amount of light from the other lights on your set to 


strike the background, effectively does the same thing as turn- 
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ing up the room lights, even slightly, while trying to view or 


show slides. The background gets contaminated and the color 
and contrast disappear. 

There’s a simple technique that you can apply to avoid this 
problem. First, as in any photogtaph, establish your working 
aperture by taking an incident light reading of the subject. Let's 
use an aperture of f11 for this example. Make sure all lights on 
your set are on with the exception of the background light. 
Before adding the background light, make sure that the other 
lights, combined, will not affect the background before you 
light it with the colored gels. 

After establishing your incident light reading and working 
aperture of f11, go to the background and take a reflective light 
reading of the background area that will be in the picture. 
Again, this reading is taken with the background light off and all 
other lights on. This reflective reading will give a hypothetical 
18%, or mid-tone. In order to be sure there is no contamuna- 
tion light on the background, this reflective reading must be at 


least 3 stops below the incident reading. In this example, with 


Keeping the back- 
ground black prior to 
adding color allows the 
photographer to add 
rich, vibrant colors 
with no contamination 


from stray light. 


fll as the incident reading, the meter must read [4.0 or below. 


If you think about it objectively, any reflective reading will 
give you 18%. The meter doesn’t know if you're using a white 
sackground, black background, or even a gray background, and 
it doesn’t care. All it knows is that everything it measures will 
esult in a mid-tone if you do what the meter tells you to do. 


In this case, it’s only being used as an instrument to check rela- 


tive brightness of the background against the subject. 
Three stops below a mid-tone is black, even on a white 
background. If the reflective reading is 3 stops below the inci- 


dent reading, the background will appear as black no matter 


what the tonality, or even the color, of the background. 

Now that any background can be made to read as black, 
once you turn on the background light, the creativity can 
begin. Your desires or your client’s needs will determine how 
bright or dark you want any given background color. Then 
simply read the color reflectively again, this time with the 
background light on, and the final resulting color can be deter- 


mined, based on an objective test you set up first. 
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Once you've reached this point, you have determined that you 
can indeed do this and that by making the background appeai 
lack before adding color, you control how bright and colortul 


he background can become. The next step 1s to determine 
5 I 


predictability and repeatability, allowing th 


photographer thi 
same benefit the paint store clerk has available: to accuratel 
I 


sredict colors (and the correct metering fot them) without 


esting each one every time 
Io set up the test, use a plain gray background ind one 


studio strobe with the standard reflector supphed with the hight 


read, covered with any color gel. For this example, let’s us« 


Xoscoe #81 Primary Blue. Turn off all room lights and only 


turn on the strobe with the gel. This light should be placed 


trom. the background or wall and 


approximately 8 to 10 fee 


‘ight next to your camera. | work with a Hasselblad camera 


and, in this test, usually a medium telephoto lens, possibly 
150mm CFi. Set the lens in the middle of the aperture ring, for 


example at f11.This will make the test go much faster for you, 


> 


Ou lI Sec later 


lurn on the power to the strobe and begin taking reflec- 


tive readi on the background, adjusting the power until it 
reads f11. Or: t d now that shooting at f11 
vould ¢ in 18 or mid-tone) background. However, just 

ref] r does not mean we will always 
do what the meter says. Be sure you have consulted your meter 
ywner’s manual and h 1 full understanding of how to take 
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Ch nN p 1 ) og oul trort Keep 1 note pad 
handy to log in ea posul 1 description of the gel. As 
mentioned abx t | blue gel from 
one of the country o 9 facturers, Roscoe. Our 


This is a good example 
of what is considered 
a zero (O) green. This 
rating indicates that 
the reflective reading 
from the background 
with the background 
light on and the gel 

in place reads the 
same as the subject 
reads with an incident 
meter aimed at the 
main light source. 
They are balanced, 

or there is zero differ- 


ence between the two. 
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This actual film strip shows -1, O, and +1 
color. These predictable results are 
extremely useful in commercial photogra- 
phy for which color becomes more critical 


than it is for portrait work. 


first exposure with the light set to read f11 and the lens set to 
f11 will give beautiful rich and deep blue. We'll call that a zero 
(0) blue. This 0 blue will approximate the actual color and hue 
of the gel itself. So the statement can be made that if you want 
to represent a gel as it truly appears, simply expose it at the 
same aperture that the meter says reflectively. We're calling it 0 


because, as you’ll see when there is a subject in the shot, there’s 


no difference in brightness value between the incident value of 


the subject and the reflective value of the background. 
Now, by opening the aperture 1 fstop to f8, we'll get a 
blue that’s slightly brighter than a 0 blue. This new, slightly 


brighter color is called plus 1 blue. Closing the aperture 1 stop 


Another example 

of a “zero” color, 

this product shot 
illustrates how a clean 
burst of zero blue 
adds a certain snap 
to an otherwise 


average picture. 


from the original f11 to f16 will yield a blue slightly darker 


than the first, or a minus 1 blue. 

Follow this direction for the test, keeping accurate notes 
on frame number, gel number, and aperture until you have 
exposed all of the gels you wish to have in your swatchbook of 
color, and give each color objective names that tell you the 
formula for reproducing them. For example, the first one we 
did, 0 blue, becomes R81 0 (meaning Roscoe gel #81 exposed 
at the same aperture for a reflective reading). The next frame 
would be R81 +1, and so on. 

It works well to determine your 0) value by adjusting your 


strobe to the middle aperture of your lens when doing your 
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Purple is one of my 
favorite colors because 
of its strength in the 
dark areas and the hint 
of softness in the 
lighter spots. Here, 

a +2 corner in the 
upper right falls off 

to a -1 corner in the 


lower left. 


tests, say fll, so that once you have it adjusted, you simply 
change your aperture, opening up and closing down for your 
color variations in your tests without having to walk to the 
background for any readings. This way you can very quickly 
move through a series of colors on film. 

Make sure when you set up this test that you are far 
enough away from the background that your strobe has a large 
area of coverage, sufficient to cover the image area seen by the 
lens. This will help give your color swatches a clean, profession- 
al look. 

A danger to be aware of is that if you do this test with 
color negative film, the lab has no idea what these subtle 
changes in color are meant to look like and may subjectively 
print them at any value they choose. There’s no standard by 
which they should print. For this reason, most people doing 


this kind of work use transparency film for their color swatch- 


es. You can use any type of film for the final shooting with a 
subject in the scene, because everything about applying the test 
to a real photograph is relative to whatever brightness your 
subject reads with an incident reading. 

However, for those who choose to use color negative film 
and make prints for their swatches, please follow these guide- 
lines. In frame number one of your color swatch tests on each 
roll you expose, place a person holding a color chart and an 
18% gray card. Then begin your tests without the person start- 
ing with frame two. Do this on every roll you shoot. Then, tell 
your lab to set up their printing data for frame number one’s 
color balance and density, and do not change it sor the rest of the 
roll. If your lab will print to the standard you set up in frame 
number one, they can effectively give the same results and pre- 
dictability of transparency film, by removing any subjective 


Op1in1ons during the printing stage. 
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After you test your col 
swatches in a notebook 
look through the colors a 
want that you have cata 
example R26 +2/3. You 
they have selected an an 


reflectively 2/3 stop br 


youre shoot at on yo 


Ing 


ors and set up your 
yr binder, a client can 
nd pick anything they 
oged and labeled; for 
know instinctively that 
ber gel that will read 
ehter than whatever 


ur subject. The actual 


working aperture doesn't 

relative brightness values. | 
literally work at any apert 
almost any background a1 


color and, what is most in 


natter. What matters is 
or this reason, you can 
ure with any color on 
1d produce almost any 


yportant, you can do it 


on demand, first shot, without further testing and 


without wasting your clien 
This is a difficult syst 
but after you’ve done it o 


this as one of your greatest 


t’s time on the set. 
em first time through, 
nce, you'll always have 


tricks of the trade. 
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The use of this color Zone system helps save 
time and testing by providing an understanding 
of what the final results will be. In these two 
examples, | was able to easily predict and control 
the direction—as well as the brightness-—of the 


background bursts. 


H 


Experimenting with 
color contrast can be 
creative and exciting. 
This blue burst is 

a O blue in the middle 
and drops off to a -1 
and -2 as it falls off 
on the corners. 


Resources 


PHOTO EQUIPMENT 

Photographers often ask about certain equipment and services 
that I use. While I hope photographers will find their own labs 
with which to work, their own camera or photo-supply spe- 
cialty stores, I have constructed a list of companies and individ- 


uals I work with who have made life a little easier. 


Cameras 


As mentioned in the technical notes on page 5, I use 
Hasselblad cameras exclusively. Over 400 retailers in the United 
States offer sales and technical expertise on this great product 


line. For a complete list of dealers, contact Hasselblad’s 
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Consumer Relations Department at (973) 22 320 or visit 


www.hasselbladusa.com. Talk with Mark Brady or Bob Raimey. 


Lights 

VISATEC lights are my brand of choice. Theyre consistent in 
color and flash output, and have the cleanest, most accurate 
light output I’ve ever worked with. They’re also the most 
durable and reliable, used by the most demanding studios and 
theme parks across the world. Also available through 
Hasselblad’s networks of dealers, VISATEC lights are featured 


on www.hasselbladusa.com and www.visatec.com. 
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Backgrounds 


Almost every picture in this book features a background by a 
company in New York called Custom Superlight Backgrounds 
by Dianne. These incredible tools are extremely lightweight, in 


fact the lightest in the world, and 


can be used almost anyplace 
with only a couple of clips or hooks. A heavy cross bar and light 
stand or C stand is not required. For a complete catalog, call 


(516) 746-0818; contact: Dianne Fleming 


Color Labs 


For all of my E-6 processing, I use a lab in San Diego, 
California, called CHROME. The company has a couple of 
locations and is regarded highly by professionals who live and 


work in the area, as well as by out-of-town photographers who 


finds themselves working in San Diego on projects. CHROME 


can be reached at (858) 452-1500. 


Portable Electronic Flash 

Obviously, | work with Hasselblad and use the D-Flash 40 for 
on-camera flash with dedicated TTL flash metering. For off- 
camera, I use the Quantum Q Flash. It’s superbly constructed 
and ofters a wide variety of features. For more information, call 


Quantum Instruments at (516) 222-0611; contact: Lorry Rosen. 


RESOURCES 


PHOTO EDUCATION 

Over the past 20 years, I’ve found that there are a number of 
locations at which photographers can receive the best possible 
education in terms of workshops and one-week and two-week 
schools. These are entities that offer superb value in terms of edu- 


cational dollars and make available numerous choices in content. 


Palm Beach Photographic Workshops 
Located in beautiful South Florida, PBPW is one of the more 


aggressive in terms of content and workshop instructors. 


Phone: (516) 276-9797 


Santa Fe Photographic Workshops 

The southwestern US location of the Santa Fe Workshops 
is one of the most beautiful in the country and is creatively 
perfect for attending photographic workshops. 


Phone: (505) 983-1400 


Maine Photographic Workshops 

One of the longest running, most established of all the work- 
shops, this one 1s also in Maine, an ideal location to study 
photography and film as well as digital imaging. 


Phone: (207) 236-8581 


Tuscany Photographic Workshops 


The rolling hills of beautiful Tuscany in Italy are the setting for 


this extraordinary workshop experience. Many of the world’s 


top photographers teach TPW each year. For more information 


contact: info@TPW.IT or visit their website at www.tpw.it 


International Wedding Institute 

The only location in the world concentrating on wedding 
photography, IWI was a brainchild of mine in 1998 and has 
grown to one of the most talked-about locations at which to 
learn the techniques of wedding professionals. It’s held in 
Tucson, Arizona, in August each year and presented by 
Hasselblad University. Contact Hasselblad USA at (973) 227- 


7320 and ask for information on [WI 


Dean Collins 

A quick look at Dean’s website offers a variety of informative, 
educational topics. From lighting to digital to PhotoShop 
techniques, Dean has established himself as one of the world’s 
premier educators. 


www.deancollins.com 


In addition to these workshops there are 24 separate 
week-long schools that, affiliated with the Professional 
Photographers of America, offer great values for the education 
dollar. For a complete listing, contact PPA at (404) 522-8600, 
and ask for Erin Metcalf. An especially valuable school in their 
stable is the Texas School of Professional Photography. Contact 
them at (806) 296-2276. 
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flash meters, 86, 98-101 
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gathering the light, 98 
gobos, 15, 48, 49, 59, 65 
gray cards, 87, 88 

green, zero (0), 136 

grids, soft box, 56 

grid spots, 48, 49, 50, 51, 62, 64 


grip, lighting, 65 

H 

hair light, 38, 124-127, 130 
highlights, 20, 21, 35,56, 71,77, 


80-83, 111,115 
specular, 72, 74-75, 76, 80, 82, 
iDiLiF An aS} 

highlight to shadow ratios, 102-105, 
120 
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reflective, 87-89, 130, 135 

testing of, 92 

mono light, 47 

motion, 66, 67 


N 


notebook, 27 


ie) 

one-light setups, 41, 106-121 
optical illusion, 130 

optucal spots, 50, 64 
outdoors, 26, 41, 98-101 


P 

parabolic reflectors, 51,57, 62 

photo education, 143 

photo equipment, general, 142 

photography, studio, basic strategies 
of, 14-41 

physical characteristics, of subject, 23 

74, 75, 76 
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shadows, ratio of highlights to, 
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spotlights. See spots 
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spots, 33 

focusing, 50 

grid, 48, 49, 51, 62, 64 
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stacking, 54 

strip lights, 48, 51,56, 129 

strobes, studio, 45, 46—47, 62, 66—67 

studio flash, 46, 47 
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studio power packs, 46-47 

studio strobes, 45, 46-47, 62, 66-67 
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swatchbook of color tests, 136-139 
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testing, of meters, 92 

tests, color, swatchbook of, 136-139 

texture, 23, 71,78, 79 
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thinking, like studio photographer, 
16-21 

time, as image element, 66 

true tonality, 91, 103, 104, 105 
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umbrellas, 33, 48, 50, 51, 52-54, 55, 
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visual contrast, 102 


Ww 

window light, 41, 72, 73, 108 
workshops, 27, 107, 120 
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Z 
zero (0) colors, 136, 137, 139, 141 
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THE ULTIMATE GUIDE TO Si USteo 


OFFERING CLEAR AND THOROUGH GUIDELINES and information throughout, Basic 
Studio Lighting will help both beginning and experienced studio photographers improve 
their lighting, thereby improving their photographs. Author, photographer, and educator 


Tony Corbell discusses every aspect of studio lighting, from topics such as basic one-light 


setups, metering, and film choices to! ~_ ssevavs6 , the use of lighting accessories, and 


a 
achieving more depth and texture 1 E O} eacher of numerous workshops, he 


knows exactly what information pho = 

; in | 
own work, he provides full-color exan ol 
guide of everything covered in the b 


education and equipment resources. Packed with valuable information, Basic Studio 


1 will find most helpful. Using his 
chat readers have a visual reference 


susuig Out the book is a list of photo- 


is the only book studio photographers need. 
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